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Abstract 
This thesis investigates the role of arts practitioners in cultural policy activity, 
both as a general concern for cultural policy studies and in the specific arena of 
post-war cultural policy in Britain. In so doing it challenges a common 
perception that arts practitioners have no such involvement, and seeks to discover 
the extent and form of their activity. It explores the history of practitioners' 
participation in cultural policy formation and implementation; what obstacles 
they have faced and how their involvement could be better facilitated, and, 
importantly, why it matters whether they are involved. These issues have 
remained largely unrecognised among cultural policy researchers. 
Part II of the thesis examines the subject through a case study of new playwriting 
policy in England. Drawing on unpublished primary documents, interviews, and 
observation, it pays particular attention to playwrights' organisations and their 
history of self-directed activity. These organisations and other agencies 
concerned with theatre writing are embedded in networks which cross the 
boundaries of policy and creative practice. The thesis argues that arts 
practitioners can enhance their place in the policy process through their own 
actions, and that participation in these networks increases their opportunity for 
policy input and influence. 
Of key importance is the question as to why the involvement of practitioners in 
cultural policy activity is of any significance. The thesis puts forward the view 
that arts practitioners and their organisations can be seen as part of the fabric of 
civil society, and their participation in policy activity as contributing to the 
maintenance and enlargement of democratic life. It is, then, not a marginal issue, 
nor of concern to the arts alone, but integral to a wider debate about sustaining 
democratic engagement and the civic arena in the twenty-first century. 
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Introduction 
Arts Practitioners as Spear-Carriers or Speaking Parts? 
This study investigates the role of arts practitioners in the formation and 
implementation of cultural policy. In so doing it challenges a common perception 
that practitioners have little or no involvement in cultural policy activity. The 
perception is apparent in much cultural policy research literature - as will be 
illustrated in the first chapter - as well as being commonplace on an anecdotal 
level. ' Their role is explored here both as a general concern for cultural policy 
studies and in the specific arena of British cultural policy, with particular 
reference to policies on new playwriting for the theatre. To use a theatre analogy, 
the study investigates whether, on the `stage' of cultural policy activity, arts 
workers have the marginal role of spear-carriers2 or, instead, are cast-members 
with significant speaking parts. 
At the heart of this investigation is the question of why it matters whether 
practitioners are involved; and this is answered through placing it within a 
discussion about the importance of participation in democratic life, and in 
particular about engagement in civil society. The subject is thus of political and 
philosophical significance, and not simply an administrative or technical matter. 
Practical issues related to participation, however, are also examined, including 
the obstacles practitioners have faced in their efforts to participate, and ways in 
Throughout the period of research for this thesis I was struck by the frequency of comments 
from fellow-practitioners, researchers, and others interested in the field to the effect that either 
arts practitioners are simply not involved in policy-making, or are willing but excluded. 
2 `Spear-carrier' is the name given to minor parts in plays where some actors have to stand in the 
background while those with speaking roles play their parts at centre-stage. The term originates 
from those classic plays where there would often be a number of actors required to represent 
guards or soldiers, and who might indeed be called upon to hold a spear in this role. 
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which their involvement could be facilitated and improved. The thesis therefore 
offers a strong prompt, both to scholars of cultural policy studies and to those 
with responsibility for public cultural policy in government and the arts funding 
system, to take arts practitioners into account - philosophically, politically, and 
practically - as significant players in the policy process. 
Given the central role of arts practitioners in making the culture that is the focus 
of cultural policy itself, and thereby the subject of cultural policy studies, it 
appears a surprising omission that the issue of practitioner involvement in 
cultural policy activity has remained largely unrecognised among researchers in 
the field. The gap is also remarkable in the light of recognition in the broad area 
of public policy studies (of which cultural policy study is a part) that policy 
activity does indeed involve a wide range of participants, and that there are 
important matters to be considered in relation to this involvement - such as the 
processes by which involvement might take place, the status and influence of 
participants, and the ways in which participants relate to each other. 
To anchor the subject and explain it in greater detail, the thesis focuses on a 
concrete area of cultural policy and participation therein: it examines the case of 
new theatre writing policy in England, setting this in the context of arts 
practitioners' involvement in British post-war cultural policy-making more 
generally. Through examining this specific case the thesis thus also makes a 
contribution to policy literature more generally, since "there is less written about 
what policy participants actually do than on almost any other aspect of policy" 
(Colebatch 2002, p. 121). 
Two factors especially influenced the choice of this research topic. The first is 
the gap between my own experience as an arts practitioner and the picture 
presented in much of the research in the field. In contrast to the general absence 
in cultural policy research of discussion about the role of arts practitioners in 
cultural policy processes, as a practitioner myself I was directly aware of, and 
involved in, instances of engagement by arts workers in policy activity. These 
included participation in local authority and Arts Council consultations and 
reviews; and involvement in forums set up by practitioners to discuss artform 
issues that might in practice have a bearing on public policy. 
The second factor was the discovery, through an earlier unpublished short study 
on playwriting policy which I undertook for the Saison Foundation in Japan 
(Woddis, 1997), that a variety of national and regional organisations, especially 
including writers' own self-help associations, were involved in policy discussion 
and implementation in the field of new theatre writing. These groups undertook 
activities to raise the profile of new playwriting, and campaigned for better 
working conditions for writers. My curiosity was further aroused by an 
observation from Nobuko Kawashima that the picture drawn in that study 
differed from her experience of Japanese policy-making, where arts organisations 
tend not to develop their own policies independently from government and 
funders. 3 Together, these created an impulse to investigate the reasons for the 
disparity between my own knowledge and the picture presented in cultural policy 
research; to find out more about arts practitioners' role in policy activity; and to 
explore ways to analyse and theorise the subject. 
Correspondence with the author, March 1997. 
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The thesis aims to provide a unique study of arts practitioners' role in policy 
activity by combining several distinct strands of investigation. The purpose of 
combining these different elements is to find appropriate tools for analysing the 
subject, to ground the topic in its historical and political context, and to provide a 
philosophical framework for understanding the significance of the subject. The 
thesis examines analytic approaches to participation found in public policy 
studies - these highlight the involvement of a range of actors in the policy 
process, and put forward notions of `insider' and `outsider' groups, and the 
related concepts of `resource-rich or poor' - and it considers the applicability of 
these approaches to cultural policy. It gives an historical account of debates and 
activities concerning the participation of arts workers in public cultural policy in 
Britain after 1945; and makes a detailed investigation of practitioners' 
involvement in policy activity in the particular case of new playwriting in 
England. The study discusses both philosophical and practical aspects of key 
issues concerning participation (such as representation; access and influence; 
special interests and the `common good'); and proposes that the role of 
practitioners in policy activity is enhanced by their involvement in networks of 
policy and creative practice. The thesis also elaborates a wider theoretical 
framework based on ideas of democratisation, governance, and civil society, for 
understanding the significance of practitioners' involvement in cultural policy 
activity. Using this framework the argument is made that the participation of arts 
practitioners is integrally connected to a conception of society that is both 
democratic and dynamic, and in which active civic engagement is central. 
There are three reasons for selecting new playwriting policy as the case study for 
this thesis. The first, and key, reason is that my earlier short study (referred to 
above (Woddis, 1997)) indicated that this area would be likely to provide 
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evidence of practitioners attempting to become involved in policy-making, and 
might therefore offer sufficient material from which a range of relevant questions 
could be considered. It would therefore provide a strong basis from which to 
explore the wider questions and concepts introduced and discussed in Part I of 
the thesis. 
The second factor influencing the choice of case study subject is that new 
playwriting itself is necessary for sustaining the theatre as a live and relevant 
artistic form in contemporary society. 4 Without it, theatre's capacity for 
contemporary analysis and comment is limited to new interpretations of existing 
drama. However relevant and vibrant these are - and revelatory and innovative 
interpretations of a wide range of existing plays take place in many English 
theatres and other public spaces - they cannot alone undertake the task of 
investigating the meaning of contemporary society. ' New plays engage directly 
with current questions and concerns; 6 they enrich the store and provide fresh 
inspiration. The theatre critic Michael Billington has written that "for the past 30 
years much of the best new writing in Britain has been for the theatre. It is one of 
the things we have become famous for". 7 The policies governing and shaping the 
circumstances in which new plays are created and presented thus form a subject 
that is of interest and importance in its own right. 
4 The upsurge in new writing that took place in the mid-1990s has been described as giving 
theatre in Britain "a new lease of life". Simon Gammell, `Editorial: Write on', British drama and 
dance on tour, (British Council), No. 10, June 1997, p. 1, 
This is not to ignore the interesting point made by theatre director Peter Sellars, that one reason 
why classic texts "occupy such a crucial place on the contemporary stage is because we need at 
times not to be so literal abut the world" (Delgado and Heritage 1996, p. 5). 
6 David Edgar suggests that all major periods of new playwriting in Britain have been closely 
linked to social and political changes (Edgar 1999, p. 4-5). A useful exploration of this 
phenomenon can be found in Adrienne Scullion's discussion of the role that drama can play in 
challenging and developing Scottish identity in the period of post-devolution (Scullion, 2001). 
7 Michael Billington, 'Where have all our playwrights gone? ', Guardian, 5`" March 1988, p. 16. 
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It should be noted, however, that the main focus of my investigation is not the 
impact of policy development on artistic products, nor the converse; but rather on 
the conditions in which artistic work takes place. It does not, therefore, examine 
play-texts themselves or the work of specific writers or theatres, either to 
ascertain the effect of policies on their form or content, or to investigate whether 
the plays themselves have had an impact on cultural policy. My concern instead 
is with the ways in which public policies on playwriting, and the policies of 
theatres, affect the environment in which plays are written and presented. The 
study therefore looks at issues affecting broad developments in new writing such 
as the restriction of new plays to studio theatres; the proportion of new plays in 
the repertoire; and the opportunities for, and remuneration of, playwrights. The 
thesis is concerned then not with textual criticism - the cultural studies strand of 
cultural policy research - but rather with a politics of cultural policy. 
The third reason for focusing on new playwriting is because its role in changing 
and developing theatre as a meaningful and living medium means that, as a 
policy area, it is likely to be dynamic and changing - an arena in which policy 
formation and implementation might be the subject of vigorous debate. It should 
therefore provide a fruitful terrain in which to explore policy activity. 
The next sections of this introduction explain the methodology of the research, 
beginning with some comments on the field of cultural policy studies. There is 
then a discussion of the general approach of case studies, and details of the 
conduct of the particular study of new playwriting policy carried out for this 
research. The definitions used in the thesis and the parameters of the research are 
given. The chapter concludes by outlining the structure of the three parts of the 
thesis that follow. 
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Methodology 
i) The Field of Cultural Policy Studies 
Cultural policy research is a relatively young field of study, straddling a number 
of disciplines. It does not yet (and given its multi-disciplinary nature and its 
growing scope, may never) have a set path of research method. Its researchers are 
thus able to draw on a range of different techniques and approaches, and to 
combine them in a variety of ways. This has both its advantages and 
disadvantages, and the challenge of each new piece of research in this field is to 
find a way of successfully building a methodology that can do justice to the topic 
under consideration, explaining and illuminating it sufficiently, and drawing out 
useful and adequate findings and ideas. 
This thesis combines library and archival research using both primary and 
secondary material, with interviews of people actively involved in the specific 
case of new playwriting policy in England. It knits these elements together with a 
theoretical discussion of participation in civil society. The first part of the thesis 
explores the treatment of arts practitioners in cultural policy research; discusses 
analytic approaches in the generic field of public policy theory; traces the history 
of debates in the arts community about their involvement in policy activity; and 
develops a theoretical framework in which to consider questions of their 
participation. It is based more heavily on secondary material, while the second 
part - which gives greater focus to the case study of new 
theatre writing policy - 
draws mainly on the primary material of interviews, observation, and written 
documentation. 
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The thesis thus not only uses several research techniques to investigate the topic, 
but, in order to build and develop its argument, also draws on ideas and 
approaches from a number of academic disciplines in both humanities and social 
sciences. These include social and public policy studies and analysis, sociology, 
political philosophy and political science, history, and the arts. The literature 
studied during my research therefore reflects this cross-disciplinary approach. 
The thesis finds in social and public policy sciences key concepts and approaches 
that can be applied to the agencies involved in cultural policy processes, and to 
the way they relate to each other. It draws on historical and autobiographical 
accounts of British cultural policy and developments in the arts to fill in the 
background to the case study; and utilises sociological literature and theoretical 
books on the arts to throw light on significant turns in the historical background. 
Ideas in political philosophy and political science provide the framework for the 
theoretical examination of the subject. 
The reason for delving into these several disciplines for appropriate concepts and 
narratives is precisely because of the lack of investigation into the role of arts 
practitioners in the existing cultural policy literature. Cultural policy research 
alone has not yet produced sufficient tools and reference points to examine this 
question both broadly and in depth. It was therefore necessary to search 
elsewhere for terms and approaches that could illuminate the central subject of 
the study. The thesis thus adds not only to the content of cultural policy research 
literature, by introducing a new focus for discussion and analysis; but also 
contributes to the development of the discipline itself, following in the footsteps 
of many other writers on cultural policy who have similarly sought useful 
concepts, techniques, and approaches from different fields. Indeed, cultural 
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policy research has been described as precisely "a field of study which is capable 
of accommodating various academic disciplines" (Kawashima 1999, p. 24). 
It has also been observed that the field of cultural policy studies has several 
differentiated schools of thought; and to some extent this stems from the 
academic disciplines on which they draw. Oliver Bennett has identified two 
distinct "claims to the ownership of cultural policy research" (2004, p. 237), one 
of which is closely tied to cultural studies and is concerned with cultural values 
and questions of power; while the other "is largely seen as the investigation of 
instrumental questions through empirical social science" (p. 242), with a greater 
connection to "the practical and institutional realities of making policies for 
culture" (p. 246). 
Other commentators have noted similar distinctions among approaches to 
cultural policy studies. Kawashima (1999), for example, pinpoints three 
academic disciplines which have had an impact on cultural policy studies: to 
cultural studies she adds cultural economics and sociology of culture, and 
compares the abstraction of the former with the empiricism of the latter two. 
However, none of these approaches, she suggests, have "sought to address issues 
and problems that are seen as relevant by policy-makers and practitioners in the 
cultural sector" (p. 11). Juxtaposed against this theoretical work Kawashima 
places "basic descriptions" (p. 11), such as the Council of Europe evaluations of 
national cultural policies and "overviews of specific sectors or issues" including 
public enquiry reports (p. 8). 
A number of writers have warned of the way in which political considerations 
can come to frame and restrain research which is tied to current policy concerns 
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(e. g. Kawashima 1999; Schuster 1996); and this is reflected in the title of Henrik 
Kaare Nielsen's paper on cultural policy research, Critical Public Agent or Hired 
Hand? (1999). Discussing on the one hand "instrumental, pragmatic research 
primarily serving to justify the work of those assigning the tasks" and on the 
other, research which contributes to "critical thinking" (p. 183), Nielsen 
concludes that although "a dialogue is highly desirable" it is nevertheless 
"important to maintain that we are dealing with two different types of practice, 
and that one cannot meaningfully be reduced to a hireling for the other" (p. 198). 
The possibility of whether, and how, bridges can be built between critical and 
practical research, has been a feature of the continuing debate between, in 
particular, Tony Bennett (1992,1998,2000) and Jim McGuigan (1995,1996, 
2004b). McGuigan (1995) describes the differentiation between critical cultural 
studies and more practically-oriented cultural policy research as "an unfortunate 
separation", which exists "in spite of the actual and potential affinities between 
these two fields of knowledge" (p. 105). Tom O'Regan (1992), contributing to the 
debate in its early stages, similarly laments the "binary terms" of the discussion 
(p. 413). Therefore although he, like Nielsen, refers to criticism and cultural 
policy research as "different forms of life" that "go happily along their more or 
less parallel, more or less divergent paths" (p. 418), he also argues that "both 
dimensions are important to [a] critical and pedagogic programme" (p. 421). 
Tony Bennett (2000) approaches the differentiation in another way. He speaks of 
the necessity "of interrelating the work that intellectual workers of different kinds 
do in different contexts" (p. 11), arguing that there is not an essential split 
between different mental operations, but [... ]a division between those contexts 
in which intellectual work is disconnected from immediate practical 
consequences (academic contexts) and those in which it is, and has to be, 
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connected to such consequences (government and industry contexts)" (ibid. ). 
This is rather different to McGuigan's plea for making "critical intellectuals [... ] 
practical" and "practical intellectuals [... ] critical" (1996, p. 190). The difference 
then is not one that arises from place of work, but rather, a difference of ethos; 
for there are critical and instrumental approaches to research to be found in both 
academe and the so-called `real world' of policy. 
My study seeks to contribute to a cultural policy studies that, while engaging 
with the practicalities of policy, also recognises the importance of critical theory 
in both illuminating and questioning the ways in which society is organised and 
in which culture is produced. It focuses on its subject - the involvement of arts 
practitioners in policy activity - as not simply an administrative or technical 
matter but, by discussing the rationale for that involvement, as one that also 
raises important political and philosophical dimensions. It aims to prompt both 
scholars and those with responsibility for public cultural policy to take serious 
account of arts practitioners' role in policy-making. It also aims to be of value to 
arts workers themselves - both practically and as an aid to their own reflexivity. 
McGuigan has pointed out (1995) that the necessity of keeping open the space 
for "democratic deliberation [... ] is one of the reasons why a commitment to 
critique, and not only technical practicality, is necessary for responsible 
intellectual work in the field of cultural policy" (p. 113). In this way, the approach 
of this study, combining critical theory with its practical focus on policy, also 
connects to the core of its argument: the importance of democratic engagement in 
an active civil society. 
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ii) The Case Study 
In order to anchor the broad subject of the thesis more firmly and to illustrate it 
in detail, my research includes a specific case study: that of policy for new 
playwriting in England. It places this in historical context by tracing the 
involvement of arts practitioners in cultural policy-making generally in post-war 
Britain and the debates that occurred around the issue of participation. 
The reasons for undertaking a case study for this research are firstly that case 
studies provide detailed evidence and insight, derived precisely from focusing on 
one instance of the phenomenon being investigated. The case study of 
playwriting policy therefore enables the conceptual and theoretical arguments 
developed in Part I to be examined in the context of real events and debates. Case 
studies are also useful tools for investigating processes and relationships, as their 
in-depth, detailed approach can make it possible to "unravel the complexities of a 
given situation" and "discover how the many parts affect one another" 
(Denscombe 1998, p. 31). Since it is the process of engagement in cultural policy 
by arts practitioners that is at the heart of my subject, and since this participation 
must necessarily involve relationships with other agencies active in the field, the 
case study approach is particularly appropriate and relevant to this research. 
As indicated above, the selection of the particular case study topic - new 
playwriting policy - was based especially on prior awareness that theatre 
practitioners had been involved in some policy activity concerning new writing 
for the theatre. It therefore offered a potentially fertile subject for investigation of 
the thesis's central question about practitioner involvement in cultural policy- 
making. In taking this approach the thesis draws on the work of writers such as 
Harry F. Wolcott (1995), who advises his students not to make a random 
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selection for investigation (as would be the method in quantitative research) as it 
contains the risk of ending up with examples where the phenomenon being 
studied does not exist; but rather, to pinpoint a situation where there is evidence 
for its existence (p. 89). As Kathleen M. Eisenhardt points out, "given the limited 
number of cases which can usually be studied, it makes sense to choose cases 
[... ] in which the process of interest is `transparently observable' " (Eisenhardt 
1989, p. 537). 
This is the approach of `theoretical sampling', where the aim is to select cases 
"which are likely to replicate or extend the emergent theory" (Eisenhardt, p. 537); 
and which therefore involves "selecting a study population on theoretical rather 
than, say, statistical grounds" and searching "for validity of findings, rather than 
representativeness of study population" (Finch and Mason 1990, p. 28). The case 
study is therefore an `illustration' rather than being presented as typical. But by 
embedding it in the wider discussions and analyses examined, it opens up the 
question "to what extent is the one in some important ways like the many? " 
(Wolcott, p. 174, original emphasis) and to consider that while the case itself is 
"particular, its implications [can be] broad" (ibid. ). It may also be, of course, that 
the one is in some important ways different from others, and these differences 
can be just as useful in drawing out conclusions about the central question of arts 
practitioners' involvement in policy-making. The key point is that the case study 
is connected to a theoretical framework, which makes it possible to widen its 
relevance and applicability (Yin 1989, pp. 38,40). 
Robert K. Yin also points out that while case studies are frequently "confused 
with [... ] qualitative research" (Yin 1989, p. 25), they can "include and even be 
limited to, quantitative evidence" (p. 24). The case study here provides a 
14 
qualitative account of theatre practitioners' involvement in policy activity, giving 
a picture of their concerns, their actions, and the ways in which they operate 
together; but it does not attempt to quantify these things. 
One reason for this is that much of the study is not easily quantifiable: it is 
concerned with the nature of the actions undertaken by practitioners, rather than 
the number; with the engagement of playwrights and theatre companies in the 
issues of new writing itself; the nature of the policy processes available to them; 
the conditions and circumstances in which they act; and the detailed working out 
of events. There is, additionally, considerable variation existing within the case 
study that makes quantification difficult: for instance, the geographical regions 
studied differ not only in the number of theatre companies and playwrights' 
groups they contain or the number of theatre reviews conducted by the arts 
funders, but also in the nature of the policies on playwriting adopted by the 
Regional Arts Boards, the operations of the playwrights' organisations, the 
regional histories and traditions, and the patterns of connection and collaboration 
amongst the actors in the field. 
Moreover, an important reason for adopting the approach of qualitative research 
is that its capacity to "illuminate issues and turn up possible explanations", to 
"explore complexities [... ] to `get under the skin' [... and] to view the case from 
the inside out" (Gillham, pp. 10-11) is most appropriate for an investigation into 
processes, and the perceptions and objectives of participants in them. 
In accordance with standard texts on case study methods (e. g. Yin 1989, 
Denscombe 1998, Gillham 2000), wherein a combination of sources of evidence 
are essential to and characteristic of this methodology, three main forms of 
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primary material have informed my case study. These are interviews, written 
documentation, and observation (in which are included informal conversations). 
My objectives in using these three sources were both to gain specific information 
about the subject which was otherwise unavailable or unclear, and to ascertain 
the views, feelings, and experiences of those directly involved. 
Thirty-three people were interviewed comprehensively, and another eight gave 
short interviews or answered specific queries. They were playwrights and people 
working for playwrights' organisations; artistic directors and literary managers of 
theatre companies; local authority arts officers; Arts Council and Regional Arts 
Board officers (cf. Appendix 1 for the list of interviewees). The aim was to gain a 
picture of policy consultations, debates and activities, policy statements and 
schemes, that encompassed all the main types of agencies - both theatre 
practitioners and arts funders - involved in new theatre writing policy. For this 
reason the interviews at regional and local level focused on those geographical 
regionsg where all agencies were currently operating, and had been doing so for a 
sufficient length of time to provide useful material for investigation. The 
existence of an established regional playwrights' organisation was therefore the 
deciding factor, as not all regions have one, whereas they all contain the other 
agencies (i. e. regional arts boards, local councils, and theatre companies). The 
regions studied therefore were: Northern, North-West, West Midlands, and 
Yorkshire. At a national level, interviews were undertaken with practitioners at 
some of the London-based theatres which have a national reputation and remit 
for new playwriting; and with representatives of national organisations, both 
funders and practitioners (the Arts Council, New Playwrights' Trust/Writernet, 
8 The regions correspond to those of the arts funding system. 
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and Theatre Writers' Union). Some of these interviewees also acted as 
"informants" for the research (Rubin and Rubin 1995, pp. 11,66), providing a 
wide range of material and giving answers to queries beyond the scope of their 
particular organisation. (Further information about the interviews is contained in 
Appendix 1. ) 
A large amount of written material was supplied by the interviewees and others 
involved in the field. This documentation included policy statements, reports, 
submissions to consultations, newsletters, information sheets, publications, and 
relevant publicity material. I was also able to access two main sources of primary 
historical documents: the archive of North West Playwrights, which is held at the 
John Rylands Library at the University of Manchester, and the personal archive 
of the playwright David Edgar relating to the Theatre Writers' Union. These 
included minutes and correspondence, as well as newsletters, articles, and 
reports. 
The thesis also draws on documentation obtained and interviews undertaken in 
1997 for the short unpublished study on new playwriting policy which was 
written for the Japanese Saison Foundation (Woddis 1997). These include 
material from, and interviews with, organisations in regions other than those 
studied in depth for this thesis; and a range of information from New 
Playwrights' Trust/Writernet. The use of this material will be noted in the text, 
where it occurs. 
The third source of primary information came from my attendance at seminars, 
conferences, and policy consultations, and was gleaned from both observation 
and informal conversations with individuals at these events. It is important to 
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note here that my attendance was in the capacity not only of researcher, but also 
frequently of practitioner (I work as the administrative director of a theatre in 
education company). In some of these situations I attended primarily as a 
researcher, in others the reason for my attendance was in the carrying out of my 
paid job, while in yet others the invitation to me was based on both roles. 
Clearly, there are both benefits and drawbacks to this duality (cf Yin 1989, 
pp. 92-94; Burgess, 1992; Wolcott 1995, pp. 95-97). The benefits are an insight 
and knowledge that come from close proximity to the area of study, and a 
measure of trust that people feel towards someone who works in the same field 
as themselves. The danger is that one can be too close to the topic, too involved 
with the people and the situations being investigated, with the implication that 
one might not be sufficiently objective or impartial in analysing the data. This 
was a pitfall of which I was constantly aware, and against which I continually 
strove. But I also attempted to turn my proximity into a positive feature, not only 
while undertaking the fieldwork but additionally in terms of the outcome: to 
achieve, in Wolcott's words, "disciplined subjectivity" in which, as well as 
``some sense of detachment", there is also "involvement [and] room for 
compassion and understanding" (1995, p. 239). What I have tried to remain true 
to is a goal of producing a study that will not only stand up academically and add 
to the understanding of researchers in the field, but will also be of interest and 
use to those - both practitioners and funders - whose practical work creates, 
nurtures, and supports the development of new writing for the theatre in 
particular and, more widely, the production of art in all its forms. 
18 
iii) Definitions and Parameters 
It is necessary to clarify some of the terms already introduced in this chapter and 
used throughout the thesis. First of all, by `arts practitioners' is meant 
professional arts workers, 9 including not only those people who are engaged in 
both creative and interpretative work (i. e. on the one hand creators of original 
products, such as playwrights and composers, and on the other performers and 
interpreters such as directors, actors, and musicians1), but also others who play 
an essential part in the arts organisations involved in the realisation of these arts, 
such as administrators or managers of theatre companies, or the directors of 
playwrights' organisations. Secondly, while reference is made in the case study, 
in Part II of the thesis, to playwrights' organisations and theatre companies as the 
key agents involved in policy activity, it should be noted that there are also 
individual free-lance theatre practitioners concerned with issues of policy. Many 
theatre workers operate on a free-lance basis for at least part of their working 
lives, and at these times might take part in policy discussions and activities. They 
should therefore be assumed to be included in the accounts given in the case 
study. 
A further clarification is needed in relation to the difference between `cultural' 
and `arts' policy and practitioners, and the reason for the use of the terms 
`cultural policy' but `arts practitioner' in this thesis. The conception of culture 
that is generally contained in the term `cultural policy', both in the research 
The reason for limiting the discussion to professionals is due to the arts funding system's 
exclusion of amateur artists for almost the whole period from 1945 until the end of the twentieth 
Dt therefore of 
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thtý ý app ly primarily to 
rofessional artists. 
Some artists, of course, cross the boundary between creation and performing, as they do both 
these activities (Towse 1996, p. 8). 
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literature and in practice, goes beyond the performing and visual arts 
11 `Cultural 
practitioner' as a description would therefore embrace workers in all these quite 
different spheres; so because my research is focused specifically on the arts it 
would be misleading to use the term `cultural', rather than `arts', practitioner. 
However, since arts policies themselves are, as just explained, often only a 
component of wider cultural strategies - especially at local government level - 
the thesis refers to them as cultural, rather than arts, policies (though where 
policy statements are specifically focused on the arts, or even particularly on 
theatre, those terms - arts or theatre policy - are used instead). 
Similar points relate to definitions within the case study of playwriting policy. 
Thus, the discussion in Part II of the thesis focuses on new playwriting as a 
discrete body of activity and policy, and most of the illustrations have the same 
focus. However, it needs to be remembered that policy on new playwriting is 
often embedded in wider policies on theatre as a whole (which in turn are 
frequently contained in wider arts or cultural strategies). Similarly, some of the 
theatre networks and collaborations referred to have new playwriting as only one 
concern among several. 
An explanation of `policy' and some related terms is also in order. It is widely 
held that there is not one single meaning of `policy' as a concept. Brian W. 
Hogwood and Lewis A. Gunn, in one of the key texts on policy analysis (1984), 
give ten ways in which the term can be used (pp. 13-14), while Christopher Ham 
and Michael Hill describe it as "an extremely slippery concept" (Ham and Hill 
The Department for Culture, Media and Sport suggests that there are at least thirteen areas in 
addition to the arts that can be included in the term of `culture' (DCNIS 2000, p. 6). A typical 
English local authority cultural strategy will thus also cover media, public spaces, libraries, 
fashion, tourism, children's play, architecture, and possibly more. 
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1993, p. 103). Hogwood and Gunn also explain policy as a process, consisting of 
steps or stages, such as defining the issue, establishing aims and priorities, 
implementation, and evaluation. They point out, however, that although these 
steps can be distinguished in theory, in practice there are many overlaps, and 
stages may be missed out or undertaken in different orders (p. 4). Such analysis 
leads Ham and Hill to observe that "it is hard to identify particular occasions 
when policy is made. Policy will often continue to evolve within what is 
conventionally described as the implementation phase rather than the policy- 
making phase" (pp. 11-12 ). 
This thesis is concerned with arts practitioners' involvement in the process as a 
whole. It thus usually refers to `policy process(es)' and, drawing on H. K. 
Colebatch (2002), "policy activity" (pp. 110-121); though sometimes for stylistic 
purposes it also uses `policy-making' as a shorthand for the whole. More specific 
references are also made to `policy formation and implementation', as 
representing the main parts of the process in which arts practitioners seek 
engagement. 
This sense of policy as a process, as an activity that people engage in, is further 
distinguished by Colebatch from policy statements that are the outcome of the 
process (p. 121). However, in general usage the term `policy' is also used to refer 
to such statements, and it is therefore employed in the thesis with this meaning as 
well, which should be clear from the contexts in which it is used. 
Hogwood and Gunn further distinguish different types of policy analysis or 
study, and this thesis falls into two of these categories: policy process studies and 
process advocacy. The former focuses on the way policies are made, including 
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the activities of the different actors in the stages of the process; while the latter is 
intended "not simply to understand the policy-making process but to change it 
[... ]. The emphasis is less upon what any particular policy should be than with 
how policies ought to be made" (Hogwood and Gunn 1984, pp. 27-28, original 
emphasis). The central concern of this thesis is the place of arts practitioners in 
the process of cultural policy-making: their attempts to affect both policy and the 
policy process. Thus it investigates the methods, actions, debates, and actors 
involved, and considers ways of improving the participation of practitioners in 
policy formation and implementation. 
Nonetheless, my study does also describe and investigate the content and effect 
of policies. As mentioned above, Colebatch defines policy statements as the main 
"outcome" of the policy process (p. 121). Other analysts distinguish between 
`outputs' and `outcomes', with the former tern referring actually to Colebatch's 
`outcomes', i. e. the policy decisions and statements, and the latter term then 
being the "effects" that the policies have (Ham and Hill 1993, p. 14). Hogwood 
and Gunn (1984) consider the distinction between outcomes and outputs "an 
important one", though they admit also that it can be "difficult to make in 
practice" (p. 17). My thesis examines both policy outputs and outcomes where 
these are germane to the study's central focus on practitioners' involvement in 
the policy process. 
Thus, in Part II, I outline the policies on new writing in the arts funding system, 
in order to explain the context in which theatre practitioners have operated; and 
discuss specific areas of policy which the theatre community has tried to 
influence. While the discussion here is mainly about policy outputs, i. e. decisions 
and statements concerning support for new playwnting, there is also some 
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discussion of outcomes, that is, the effect of the outputs on theatre writers and 
writing. Reference is made, for example, to the proportion of new plays in the 
repertoire, and the impact of confining new writing largely to studio theatres. 
But, as noted earlier, the thesis does not attempt a more extended examination of 
how policies might affect the form and content of plays; nor investigate, other 
than in specific examples pertinent to the central concern of the study, whether 
the involvement of practitioners in the policy process has an impact on artistic 
products. (This does not mean that cultural criticism, involving the examination 
of texts and their meanings, is unimportant, but rather that "issues concerning 
how texts are made and circulated socially [are put] into the foreground" 
(McGuigan 1996, p. 22). Hence, as I have indicated, there is some discussion of 
artistic form and content in the case study, and it is also a matter posited for 
further research in the final chapter. ) 
A further point of definition to note is the extent to which the policies discussed 
in this thesis are public ones. Playwrights and theatre companies, together and 
separately, are concerned with policies of the state arts funding system, while 
playwrights also pay attention to the policies of theatre companies. While 
policies that are the remit of government and of the arts quangos (Arts Council 
and Regional Arts Associations/Boards) are clearly public, strictly speaking 
those of the theatre companies are not, as they are privately run (though non- 
profit-making). However, because public subsidy forms a large part of the 
income of most the-a-tres, 12 it means that their policies are closely Intertwined with 
those of the funding bodies. Thus, as will be illustrated in later chapters, many of 
'? Between 1987 and 1994, for example, public subsidy represented 44-48%% of the income of the 
main theatre companies supported by the Arts Council of Great Britain (Feist 1996, p. 17); while 
in 1995=b ; mull=scale touring companies received 70% of their, 
income 
i om public sources 
IF- ist 
1996, p. 21) 
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the debates and actions of both playwrights and theatre companies have 
necessarily been entangled with public policies even where the main focus of 
those activities and debates was not the public policy itself 13 
A final clarification of geography and period is necessary: the scope of several of 
the chapters takes in matters relating to cultural policy in Britain as a whole, 
while the case study itself is limited largely to England. This is because, until 
1994, the main funding and policy-making body for the arts was the Arts Council 
of Great Britain; 14 so my discussions of policy and debates around participation 
are conducted in that wider context. However, because of the specific histories, 
cultures, and priorities of the nations making up Britain, it would have been 
necessary to conduct three separate case studies if playwriting policy in Britain 
as a whole was to be covered fully. It was felt that it would be over-ambitious to 
attempt to provide the detail and depth across three studies that would do justice 
to the differing aspects of playwriting and the environment in which it operates in 
each nation, especially including the new circumstances created by devolution. 
The case study chosen therefore focuses on England, particularly because of the 
significant role played by the Theatre Writers' Union and the interesting 
dimension of the regional playwrights' organisations (although reference is made 
to the important influence of the Scottish Society of Playwrights). 
In order to provide a wide-ranging and detailed investigation of all levels of 
policy activity, the case study separately covers national, regional, and local 
13 It is also relevant to note that this thesis does not examine those charitable trusts and 
foundations that frequently support theatre companies and the playwrights' organisations, since 
the 
issue of 
theatre týi., ' Involvement In their pvl1 y ic y=ma niCiig i as, 
to o Lii jr i go ., 
theatre practitioners' i0rJlý, 
drvý,, 
arisen only rarely. 
14 In that year the Arts Council was split into three bodies: covering England, Scotland; and 
Wales separately. 
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dimensions - of government and funders in Chapter 4, and of playwriting 
organisations in Chapter 5. It goes without saying that in actuality these separate 
levels intersect at many points. These intersections form a part of the complex 
networks of policy and practice discussed in detail in Chapter 6. 
With regard to period, the thesis takes the establishment of the Arts Council in 
1945 as its starting point; and although most of the interviews were completed by 
2000 it takes into account developments since, including changes in the Arts 
Council and the regional arts bodies in 2002-3. 
Structure of the Thesis 
The thesis is divided into three parts: The Debate, The Case Study, and The 
Conclusion. The first chapter of Part I argues that the role of arts practitioners in 
cultural policy-making is not widely recognised as an issue for detailed or 
comprehensive consideration in cultural policy research. It compares this 
treatment to analysis in the generic field of public policy theory, where 
approaches that pay attention to the role of a wide range of actors in policy 
activity and which recognise the possibility of `agency' by those actors, provide 
useful tools for considering the involvement of arts practitioners. Notions of 
`insider' and `outsider' groups, and of organisations being `resource-rich or 
poor', are considered; and the potential for arts practitioners themselves to 
enhance their place in the policy process by their own organised actions is 
pinpointed. 
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Chapter 2 examines debates in the arts about the involvement of practitioners in 
policy processes in post-war Britain. It shows that concerns about practitioner 
participation have been expressed from the earliest days of state subsidy when 
the Arts Council of Great Britain was established in 1945; and it traces the 
influences of social, political, and economic developments in two key periods. 
These are the flourishing of alternative and experimental forms of political and 
artistic activity in the late 1960s and 1970s, and the effects of economic 
stringency and the ideology of the market society in the 1980s and 1990s. 
Chapter 3 elaborates why the involvement of arts practitioners in cultural policy 
activity matters, and proposes that the question of their participation can be 
usefully considered in the context of discussions about democratisation and 
governance, and through the concept of civil society. Criticisms of conventional 
representative democracy have led to ideas and experiments to increase 
democratic involvement. At the same time, the idea of governance, in which a 
range of non-statutory organisations are involved alongside government in 
deciding on and providing services, has become widespread. Together, these 
developments offer both ways of widening participation, and insights into 
important issues and problems relating to participation. These include issues of 
representation and accountability; status and influence; and the relationship 
between `special interests' and the `common good'. The chapter goes on to 
explore the history and meaning of the concept of civil society, and uses it to 
provide a framework that illuminates practitioners' involvement in policy activity 
as part of the dynamic of civic engagement in a democratic society. 
Part II of the thesis investigates the case of new theatre writing policy in England 
in order to consider the involvement of practitioners in a specific area of policy. 
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It explores further whether ideas about interest groups and the model of `insiders' 
and `outsiders' as developed in public policy analysis, and the concepts of 
democratisation, governance, and civil society, provide fruitful insights into this 
specific policy area and the network of organisations and individuals involved in 
it. Public theatre writing policy itself is discussed in Chapter 4, in terms both of 
its development by the arts funding system and of some of the key debates within 
the area of new writing. The chapter illustrates the multi-faceted nature of 
playwriting policy, which includes matters related to the terms and conditions of 
writers' working lives, and wider questions about the place of new plays in the 
repertoire. 
Chapter 5 considers the other main actors in the policy sector, primarily focusing 
on the playwrights' organisations at national, regional, and local level. Drawing 
largely on unpublished primary material, interviews and observation, it provides 
a more comprehensive history and analysis of these organisations than has 
hitherto been produced. 15 It also looks at the work of theatre companies involved 
in new writing, and discusses issues of contention between the playwrights' 
organisations and theatres generally. 
Chapter 6 examines the different forms of policy engagement open to theatre 
practitioners, and puts forward the proposition that there are two primary forms 
of conscious engagement in policy activity: that invited through official channels 
of consultations and the `uninvited' participation that is the result of 
practitioners' own self-directed activity. It also emphasises the importance of the 
is One of the few published works that includes an account of the Theatre Writers' Union, 
Catherine Itzin's study of political theatre in Britain (1980), covers only the first few years of the 
Union's existence (pp. 306=315). 
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connections amongst the various actors involved in the field of new play Nriting 
policy, and discusses key issues about the make-up and operation of these 
networks. The argument is made that the networks cross boundaries of policy and 
creative practice, with links being made among theatre practitioners and arts 
funders that weave together both creative collaborations and policy activity. It 
suggests that theatre practitioners' engagement in these networks increases their 
opportunity for policy input and influence. 
The last chapter, Part III, draws together the findings of the case study, the 
analytical approaches of public policy research, and the conceptual framework, 
in order to answer the questions posed at the outset and to establish whether arts 
practitioners do have a `speaking part' in cultural policy activity. Highlighting 
recent threats to civil society from changes brought about by the impact and 
spread of neo-liberalism, it concludes by arguing for the significance of 
practitioners' participation in cultural policy activity as part of the task of 





Arts Practitioners in Cultural Policy Research 
In the literature of cultural policy research, the policy process is frequently seen 
as a matter primarily for governments and funders, with those who work in the 
arts being assigned, at most, a marginal role. Two points can be immediately 
noted. The first is that as arts practitioners are clearly pivotal in the delivery of 
cultural provision itself, it is particularly surprising that their role in the 
development of policies governing that provision should not have been 
considered more deeply. Moreover, as will be seen in this thesis, this absence in 
the literature does not reflect the reality of practitioners' relation to the policy 
process. There has been a history of debate in the arts community about the role 
of arts practitioners in policy formation, and attempts to increase that role; and at 
least in the case of new playwriting policy, as this study will show, there has 
been persistent involvement in policy matters. Yet in the research literature (as 
distinct from historical or contemporary accounts of events and arguments) there 
is a scarcity of any sustained consideration of arts organisations and artists as 
contributors to the policy process. This scarcity includes a lack of detail about the 
practice of participation in policy processes, and of analysis of the issues 
involved, as well as a wider under-theorisation of the subject. 
This chapter examines the ways in which practitioners are treated in cultural 
policy literature. It compares this treatment to the recognition of practitioners' 
involvement within the general field of public policy, of which cultural policy of 
course forms a part. It considers reasons for the gap in cultural policy research, 
and discusses the applicability of public policy approaches to the cultural field. 
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Although the focus of the thesis is on Britain, and the case study is largely 
confined to England, the issue of practitioner involvement in policy matters is of 
general significance for the field. The literature examined in the following 




The Treatment of Practitioners in Cultural Policy Research 
An examination of cultural policy research and analysis dealing with aspects of 
the policy-making process, in key journals and standard texts, indicates the ways 
in which arts practitioners are considered by writers in the field. They encompass 
the exclusion of practitioners from consideration; the limiting of practitioners to 
roles in which policy-making is absent; a negative or pessimistic stance towards 
arts workers' participation in the formation of policy; and only occasionally a 
positive view of practitioner involvement. 
An example of the first approach can be found in Peter Bendixen's article in the 
first issue of the European Journal of Cultural Policy. He describes cultural 
policy as "to a large extent [... ] the responsibility of the state and local 
authorities", in which "these administrative authorities [... ] play the main role in 
the process of formulating cultural policy" (1994, p. 121). Similarly, much of the 
work on models of cultural policy that pertain to different countries has also 
focused on the role of the state. For example, the paper by Harry Hillman- 
Chartrand and Claire McCaughey (1989), which examines these models and their 
historical development, discusses the issues largely in terms of governments and 
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mentions arts practitioners only in relation to grant-making decisions, not to the 
wider policy process. 
Even research which is focused on a particular policy issue, rather than on 
broader theory or analysis, may be conducted without serious reference to the 
arts practitioners involved. For example, J. Mark Davidson Schuster (1995), 
analysing the funding of culture through dedicated state lotteries, makes little 
mention of arts practitioners in his survey of eight such lotteries. Touching on the 
relationship between funders and arts organisations, he refers to the "delicate 
balance with other actors", especially revenue clients, which funding agencies 
are likely to have worked out over a period of time (p. 347). However, it is not 
clear whether he is thereby implying that there is an input by arts practitioners 
into policy making, or simply that the funding agencies are conscious of their 
obligations towards their clients. Later, in a paragraph beginning with the 
statement that "One would expect that the promise of new money for the arts and 
culture through lotteries would have been welcomed with open arms by the 
sector [... ]", he deals only with the reactions of arts councils, and does not 
mention arts practitioners. 
In some research, arts practitioners are recognised as having a role in the 
implementation of policy, but not necessarily in its formulation. Goran Nylof 
(1997), proposing a model for evaluation of cultural policy, presents a hierarchy 
of process in which "political decisions influence administrative plans for 
activities and decisions, that in turn, influence the direction of individual 
activities and actions" (p. 364). Thus although Nylof refers to the "actors' 
perspective" in evaluation processes (by actors he means a wide range of cultural 
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practitioners), he suggests that the political goals are the concern of national and 
regional government. 
When arts organisations and artists are referred to as having some role in the 
formation of policy, it can be in terms which suggest that their presence is a 
problematic one. They are represented as being concerned with their own 
interests (especially financial ones), rather than as possibly being legitimately 
and usefully involved in the creation of appropriate policies. This leads to them 
being represented as "pressure groups", who are "claimants" for the financial 
"cake" (Ridley 1987, p. 241). Milton C. Cummings and Richard S. Katz (1987), 
introducing their volume on government and the arts, outline a view on the role 
of arts practitioners which continues to hold currency. They describe the use of 
artistic advisors by funders in the arts funding system, and suggest that while this 
may help to minimise political and bureaucratic intervention in artistic decisions, 
the drawback is the production of a "self-perpetuating" artistic elite which stifles 
experiment and innovation (p. 16). In similar vein, Michael Volkerling (1996), in 
an article on cultural policy theory, apparently accepts David Whitson and 
Trevor Slack's harsh description of "the monopolistic practices of professions" 
and the "self interest which [lies] behind the rhetoric of service" (p. 192). In this 
guise, as Ruth-Blandina M. Quinn (1997) points out, such artists have often been 
imagined as carving the financial cake up "amongst themselves and their 
associates, leaving crumbs for those who had no seat at the table" (p. 132). 
Ironically, given the lack of practitioner influence discerned by so many writers 
in the field, these commentators are pointing to a view that ascribes considerable, 
though apparently unwarranted, influence by some arts practitioners. 
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To some extent this is understandable, owing to the way in which the Arts 
Council was established in Britain (and provided a model that was replicated in 
other countries). As will be discussed in the next chapter in more detail, the Arts 
Council's early organisation supported a narrow range of arts and arts 
institutions, and at the same time adopted a system of advisory panels to which 
only a small number of individual and prominent artists were appointed, and in 
which recommendations of grant support to other artists were made. Despite 
some changes in the following decades, this approach and outlook continued to 
dominate in the Arts Council's organisation and operations, and has inevitably 
coloured attitudes toward the role of arts practitioners in the system. However, 
such attitudes do not take us very far in reaching a wider understanding of the 
role of arts practitioners in cultural policy-making. 
Another body of literature does ascribe a more serious intention to practitioners' 
participation in cultural policy, but concludes that their role is very limited. 
Andrew J. Taylor (1995), in a short paper on arts policy in Britain, touches 
briefly on the involvement of arts practitioners in policy processes, but his 
conclusions are rather pessimistic. He is of the opinion that most arts 
organisations have little influence, and that "ultimately the decisive actor [... ] is 
government" (p. 132). He also argues that co-ordinated actions to influence policy 
are problematic for the arts community, due to "the complexity and diversity of 
the arts sector" (p. 134). 
Clive Gray's study of changes in the management of arts policy in Britain in the 
late twentieth century pays serious attention to involvement by practitioners in 
arts policy-making, but also reaches pessimistic conclusions about their ability to 
have an influence (Gray, 2000). He describes the arts sector as "fragmented" 
34 
(p. 85), and puts forward an analysis in which he concludes that "the mass of arts 
organisations are peripheralised", having "relative powerlessness" and an 
"inability to effectively influence the policy-making processes" (p. 93). He argues 
that only a small number of arts organisations and individuals who reflect and 
maintain the dominant cultural values of society are able to bring any influence 
to bear on policy. He proposes that the many uninfluential actors "are constrained 
by the power that is held by the relatively few", and goes on to suggest that there 
is only an "appearance of relatively pluralist opportunities for participation [ ... 
I 
masking the reality of a fairly closed field of operation" (p. 104). Although Gray 
gives some brief examples of policy being changed as a result of practitioner 
pressure, he is of the opinion that factors external to the arts sector are the key 
influences, and that "the arts have not really been able to mount any form of 
meaningful dialogue about what is appropriate to the sector in its own terms" 
(p. 154). 
Those writers who approach the contribution of artists and arts organisations in a 
more positive light are, however, sometimes tantalisingly brief. Oliver Bennett 
(1991), in his survey of British cultural policies, stresses that "these policies are 
of course strongly influenced by the many organisations which produce and 
promote art, and it is these organisations that give meaning to the policies" 
(p. 297). But the point - although touched on again 
in a reference to the impact of 
the community arts movement on the debate over access to the arts - is not 
developed. Similarly, Jennifer Craik (1996), concluding her discussion of the 
development of hybrid cultural policy strategies, suggests that "part of the 
challenge is to establish genuine interaction and exchange between members of 
the cultural policy community - practitioners, policy-makers, 
intellectuals and 
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industry. " (p. 200). The bulk of her paper, though, focuses on the role of 
government in policy development. 
Nevertheless, these more positive references reflect a different approach in 
cultural policy research from that described by Bennett (1997a) as "a pre- 
occupation with the bureaucratic actions of the state" (p. 2). There is a recognition 
of the need to question the "limited margin for manoeuvre" and "subsidiary part" 
allowed to other actors in the field (Bassand 1993, pp. 49,56), and to 
acknowledge the "important" role of "non-governmental actors", with policy 
being "the result of the inter-relationships of a range of participants" (Gray 1996, 
p. 220,217). 
An example of such recognition is found in Annette Zimmer and Stefan 
Toepler's discussion of cultural policies in Sweden, Germany and the United 
States (1996). They specifically state that they do not intend to focus purely on 
governmental support for the arts, but to give an "emphasis on the influence of 
private actors on the evolution of cultural policy" (p. 169). The article is actually 
not as emphatic as they suggest, but they do make some references to 
involvement by arts practitioners (for example as members of Sweden's National 
Cultural Council and the US's National Endowment for the Arts, or in relation to 
Swedish artists' unions successfully campaigning for improvement of the 
economic situation of their members), and briefly raise some issues pertinent to 
such participation. 
Recognition of a role for arts practitioners does appear to be more widely 
accepted in Nordic cultural policy research, with Per Mangset asserting that 
"close co-operation between the professional artists' organisations and the state 
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is a distinct characteristic" of policy in those countries (Mangset 1997, p. 106). 
But such acknowledgement cannot be explained simply by reference to the 
particular experience of Nordic countries. As my study will show, there is more 
involvement of practitioners in British cultural policy matters than is reflected in 
the research literature. In other words, it cannot be assumed that the literature is 
indicative of the actual relation of practitioners to the policy process in any given 
country. Moreover, the argument of this thesis is that practitioners' involvement 
in cultural policy activity is an issue for cultural policy research in general, and 
not just for those countries where it already has some recognition. 
A further instance of consideration being given to arts practitioners is in Nobuko 
Kawashima's study of museum management (1997b). In this investigation she 
draws on the work of Beyer, Stevens, and Trice (1983) in public policy research, 
to question the assumption that cultural organisations are `black boxes' "into 
which policy flow[s]" (Kawashima, p. 150), and suggests that attention needs to 
be paid to what happens inside the 'boxes'. Cultural organisations, she argues, 
cannot simply be seen as the passive receivers of `transmitted' policy, but have 
varying responses according to their differing capacities. 
Another study that considers the role of arts practitioners is Krister Malm and 
Roger Wallis's major examination of music and the media, focusing on six small 
countries (1992). Malm and Wallis pay considerable attention to music 
practitioners, and their relationship to media policy, recognising that "a number 
of parties are involved in shaping music policies for the media" (p. 21). 
In their analysis they make a distinction between what they refer to as ``direct 
policymakers" and those they term "indirect influences through decisions in 
37 
related bodies" (ibid. ). Practitioners appear only in the latter category, in a 
reference to musicians' unions and in the phrase "agents and their clients" (p. 35). 
Moreover, they suggest that the influence of "music activists" on policy 
decisions and implementation "can be extremely weak" (p. 23), and argue that 
all too often technological and economic variables have decided the rules of the 
game, with policymaking tagging along behind" (p. 197) 
Nevertheless, some of Malm and Wallis's chapters paint a different picture, such 
as in relation to the range of music played on radio stations in Trinidad and 
Tobago, where "the main pressures and protests have come [... ] from the 
musicians" (p. 73). Indeed, the authors describe the attempts of musicians to 
affect radio and television music policies on these islands as "legion", involving 
"both individuals and organizations" (p. 74). Such actions have included calypso 
musicians creating songs which "specifically addressed the subject of music 
policy in the media", a musician's lone `sit-down strike', and lobbying by the 
steelband association around its own policy document (pp. 74-5). In Sweden it 
was the actions of folk musicians and their organisations in putting on a year's 
activities in localities across the country, that influenced coverage of folk music 
and dance in the media and affected government policy towards the sector; while 
a targeted boycott by Swedish composers, which prevented radio broadcasts of 
their music, led to the desired effect of the radio channels subsequently 
increasing the amount of Swedish music played. 
It is at the local level that Malm and Wallis have found the greatest participation 
by practitioners in attempts to influence policy: "a rich variety of groups 
representing different music activities, often trying with varying degrees of 
success to affect policy in the music media" (p. 236). In an interesting parallel 
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with the subject of my own case study, the two authors point to "the growth of 
music organizations representing particular cultural or professional interests" 
(ibid. ). At the national level, on the other hand, "electronic signals coming in 
from outside and up above" have introduced "a whole new set of limitations on 
broadcasting policy" with the result that national organisations such as the 
musicians' unions have seen "their power diminishing in most countries" 
(p. 229). 
Although Malm and Wallis's investigation contains an important and sustained 
consideration of the relation of practitioners to policy, its relevance needs to be 
qualified in the context of the theme for this thesis. There are of course 
significant differences between the worlds of the theatre and mass music media. 
For instance, whereas my focus is on public policy towards the subsidised arts, 
Malm and Wallis have to pay considerable attention to policy toward commercial 
production and distribution, in which a small number of very big phonogram 
companies "have consolidated their control over manufacturing and distribution" 
(p. 202). Also, although there is an international dimension in theatre policy and 
practice, there is not the particular impact from the global reach of the "electronic 
signals" that so circumscribes media policy. 
Furthermore, the two authors do not examine fully the input of practitioners into 
the policy-making process. Firstly, they do not always explain how particular 
policies have been developed, nor who has been involved in the process; so 
although, for example, it may be safe to assume that Saami musicians made some 
contribution to the Swedish government's decision to support phonogram 
production of Saami songs, Malm and Wallis do not provide information to 
indicate whether or not this was the case. Secondly, the authors' objective in their 
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book is "to map out the interaction between music in the mass media and music 
activities in society at large" (p. 3, my emphasis); so much of their discussion is 
in relation to the effect of the music practice itself, rather than the musicians' 
contribution to the actual process of policy-making in the form of debate, policy 
proposals, consultation, and so on. 
Malm and Wallis provide an important contribution to the scanty literature on the 
role of arts practitioners in cultural policy-making, but the two authors leave 
largely unacknowledged a range of issues about methods and principles of 
consultation, representation, and participation that arise from a more precise 
focus on the role of practitioners in policy-making. 
In conclusion then, despite some examples of studies which do take into account 
the role of practitioners in cultural policy formation and implementation, as a rule 
artists and arts organisations are not considered in the literature of cultural policy 
research as contributors to the policy-making process. Yet in the general field of 
public policy research, of which cultural policy is a part, there has been a greater 
recognition that practitioners may well be involved in the policy process. The 
following sections therefore examine how public policy theory considers 
practitioners' participation in policy, and whether some approaches in this field 
may be usefully applied in cultural policy research. 
1 
.2 
The Treatment of Practitioners in Public Policy Theory 
Although the term `public policy' is still sometimes described as "those policies 
developed by governmental bodies and officials" (Walt 1994, p. 41), a large body 
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of public policy theory recognises and investigates the role of a wider range of 
actors in policy activity. 
In their influential study of policy analysis Brian W. Hogwood and Lewis A. 
Gunn (1984) state that "policies typically involve the interplay of many actors 
and organizations and the working out of complex relationships between them" 
(p. 22), so that "the study of a `policy' usually involves tracing multiple 
interactions among many individuals, many groups, and many organizations" 
(p. 20). They go on to argue that in public policy-making, while the public nature 
of the process means that the policy "must at least have been partly developed 
within the framework of government" (original emphasis), "few public policies 
[... ] involve the participation of governmental agencies alone" (p. 23). Indeed, 
Gill Walt, quoted above, has to qualify her own definition of public policy as 
being developed by government, agreeing that "in most liberal democracies and 
some other political systems [... ] there is room to manoeuvre, to challenge and 
change government policy" (p. 39). 
The role of other actors is also emphasised by H. K. Colebatch (2002), who 
argues that "other participants have a very significant role to play, particularly in 
the impact they have on what things are seen as problems and worthy of policy 
attention" (p. 13). In similar fashion, introducing the first edition of the Journal of 
European Public Policy, its editors refer to "the many private actors [... ] in the 
processes by which agendas are set, issues are processed and policies are 
implemented" (Richardson and Lindley 1994, p. 3); while Christopher Ham and 
Michael Hill (1993), suggesting that important decisions can be taken during the 
implementation stage of the policy process, refer to "implementers 
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(professionals, for example) [who] are better equipped to make the key decisions 
than anyone else" (p. 107). 
In Paul A. Sabatier's consideration (1986) of the literature on the debate over 
`top-down' and `bottom-up' approaches to public policy, it is the status of those 
outside government that is one of the key factors that marks the distinction 
between the two approaches. He describes how bottom-up research begins with 
"an analysis of the multitude of actors who interact at the operational (local) level 
on a particular problem or issue" (p. 22). Top-down research is criticised by 
"bottom-uppers" for neglecting other actors whose contributions "would provide 
the cornerstone for a more dynamic model", and for regarding those other actors 
as "basically impediments" (Sabatier 1986, p. 30) -a description close to the 
view in cultural policy research of arts practitioners as self-interested problems. 
More recent studies in public policy have continued and developed the idea of a 
dynamic model of policy formation, involving a number of different actors. 
William A. Maloney, Grant Jordan and Andrew M. McLaughlin (1994), in their 
discussion of `insider' and `outsider' groups, assume the presence of interest 
groups (including practitioners) in policy-making, and emphasise "the 
importance of consultative arrangements in policy development"(p. 19). Edella 
Schlager (1995) refers to "the complex, dynamic policy making processes of 
modem societies" (p. 243), and to the importance of "reciprocity" and "repeated 
interaction" among different actors in the policy process (pp. 249ff). More 
specifically, Paul Boreham, Richard Hall and Martin Leet (1996) discuss the 
significant role of trade unions in determining the form of welfare regime 
adopted by different countries. The authors refer to "an interactive relationship 
between institutions and political structure or political organisation" (p. 206). 
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In contrast, there appears to be little in the field of cultural policy research that 
examines the involvement of artists and arts organisations in policy-making in 
the same way as these examples of public policy research consider practitioners 
in their fields. 
A number of questions for cultural policy research therefore arise from a 
consideration of these analyses in the general field of public policy. In particular, 
why has cultural policy research apparently lagged behind in examination of 
these issues? And secondly, how appropriate are such approaches to the study of 
cultural policy? 
13 Cultural Policy Research: A `Late Developer' 
The first of these questions has been touched on by a number of commentators in 
recent years. Nobuko Kawashima (1995), Jennifer Craik (1996) and Geir 
Vestheim (1996) all point to the newness of cultural policy research, and suggest 
some reasons for this. Kawashima and Craik both refer to the interdisciplinary 
nature of cultural policy research. The relative complexity of researching in a 
multi- or inter-disciplinary way may well be one reason why the field has been 
developed so late. Closely connected with this, Craik and Vestheim note that 
much of the work in cultural studies has been of a practical or single issue nature. 
A further reason is related to the nature of culture itself. It is, firstly, a multi- 
faceted concept. Raymond Williams describes it as "one of the two or three most 
complicated words in the English language" (1976, p. 87), and suggests several 
meanings of the word: "a general state or habit of the mind", the general state of 
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intellectual development in a society as a whole", "the general body of the arts", 
and "a whole way of life, material, intellectual, and spiritual" (1971, p. 16). As 
Jim McGuigan (1996, p. 6) points out, this complexity makes culture "difficult to 
pin down, so hard to fix in a precise definition or unambiguous mode". 
Secondly, culture is highly complex in its purposes and its effects. On the one 
hand, there are the societal functions, often promoted by government. These 
include the enhancement of national pride, the forging of national or cultural 
identity, moral influence, an educative role, economic regeneration, and the 
promotion of social cohesion or social obedience. On the other hand, culture can 
be subversive, provocative and disturbing; asking questions of government and 
society, rather than complying with them. Furthermore, culture has more 
personal purposes and effects. People are entertained, excited, soothed, or healed 
by culture; they form hobbies, find meaning in their lives, or widen their 
understanding of the world through it. 
The delay in researching cultural policy may thus be because culture, and thereby 
cultural policy, is such a tangled, and contradictory, subject. It is necessary to 
consider policy not only in the light of government intentions, but also taking 
into account culture's role in subverting the status quo. It is also impossible to 
disregard the very personal relationship which people have with culture. 
Kawashima (1995) expresses it as a puzzle as to why governments should 
"interfere with what are often considered as matters of personal taste and 
pleasure" (p. 299). Anthony Keller (1983) sees a difficulty in tying together 
policy, which "suggests coherence, inclusion, synthesis - and compromise" with 
the arts, which "are characteristically singular in their appeal, even when 
experienced in groups" (p. 8). 
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There are also strong feelings, rooted in history, that art and artists are somehow 
different from ordinary life and the affairs of state. Thus, Vestheim (1996) 
suggests that one reason for the lack of cultural policy research may be "the 
`sacred' role that the arts and culture play [... ]. To study arts in aesthetic 
categories and terms is one thing, to put together culture and policy and subject 
them to scientific analysis is to profane a sacred sphere" (p. 158). Mangset (1998) 
makes a point in a similar vein: in his analysis of `sub-fields' in the arts he 
categorises the artistic production in the "institutional-elitist" sub-field as "pure 
art" which, it is judged, "should not be defiled by non-artistic interests or 
concerns, such as [... ] cultural policy efforts to reach a broad public" (pp. 61-2). 
This comment in turn suggests a further explanation. Since, as the title of this 
sub-field suggests, these arts are those considered the most weighty - the sub- 
field is "dominated by important art institutions" (p. 61) - it is the view of this 
kind of art that influences the attitude of `purity' towards the field as a whole. 
Such views contributed towards the position noted by John S. Harris at the end of 
the 1960s, in which "no body of literature exists which systematically sets forth 
and analyzes the theoretical aspects of government support of the arts" (1969, 
p. 253). These observations also help to explain the specific lack of recognition 
of arts practitioners in cultural policy research: they indicate that there is a thread 
of opinion which considers that artists themselves should not be bothered with or 
by policy matters. As Ruth Towse (1993) points out: "Many people love to cling 
to the romantic view of the artist as pure and unsullied by mundane worldly 
concerns" (p. vii). Even where researchers do not themselves actively 
hold this 
view, they may yet be influenced by it as an unquestioned assumption. 
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Another aspect of the relation between government and culture is that cultural 
policy has not, until recently, been seen as a matter of central political concern. 
Quinn (1997), examining the history of the Arts Council of Great Britain, refers 
to "the low status of the arts on the political agenda" (p. 129), and Kawashima 
(1997a) describes it as having been "marginal on the public policy agenda" 
(p. 32). Bennett (1997b) states that the concept of cultural policy itself was 
developed only after the Second World War; with Zimmer and Toepler (1996) 
pinning its main political emergence, at least in some countries, even later, to 
"the heydey of the welfare state" in the 1960s (p. 187). 
It is only in recent years that cultural policy has moved to a more prominent 
position, as a result of what has been described as "the maturation of the arts as a 
significant political and economic force in contemporary Western societies" 
(Hillman-Chartrand and McCaughey 1989, p. 43). Indeed, Michel Bassand (1993) 
considers cultural policy to have become in the 1980s "one of the major issues in 
contemporary society" (p. 49). The reasons suggested by Hillman-Chartrand and 
McCaughey for this development are a variety of demographic and economic 
changes, including an increasingly educated population, and the rising 
significance of design for countries' export rates. The growth in leisure time is 
also an important factor in increasing the audience for the arts (Cummings and 
Katz, 1987). At the same time, a broader definition of culture than simply the 
traditional fine arts has gained prominence, thus widening its connection to 
society and altering its "relationship with contemporary social change" (Bassand 
1993, p. 49). 
Vestheim (1996) suggests a further explanatory point: that the traditionally 
peripheral nature of cultural policy has been caused by a belief that, unlike 
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education and welfare policies, it did not have a significant role to play in social 
and economic development. If this is indeed the case, it may explain why 
cultural policy has been developed to a more sophisticated level in those 
countries where it has had a longer history of being used as an instrument of such 
development (for example, in the Netherlands and Sweden). 
Moreover, in those countries, such as Britain, where the arts have more recently 
been brought into consideration as a means of economic and urban regeneration, 
cultural policy has begun to be accorded a higher place on the political agenda. 
Chris Smith, Britain's Secretary of State for Culture, Media and Sport from 1997 
to 2001, stressed the economic importance of the arts (with a rate of growth then 
estimated as twice that of the economy as a whole') as a significant reason for 
government interest and support, and established it as one of the "four key 
themes" of his Department's remit (Smith 1998, p. 2). And Ken Robinson, the 
Chair of the National Advisory Committee on Creative and Cultural Education, 
(set up by the Labour Government in 1998), cites the growing role of the arts in 
the economy as one of the factors influencing the work of the Advisory 
Committee. 2 As a result of such developments cultural policy has moved "much 
closer to the centre of politics" (McGuigan 1996, p. 28). 
In summary then, the answers to the question as to why cultural policy research 
has not yet paid any great attention to the role of arts organisations and artists in 
policy-making, lie in the fact that the development of cultural policy is relatively 
recent, and that research in the field has also been slow to develop - complicated 
I Chris Smith, `As TS Eliot said', Guardian, 29`h May 1998, p. 18. 
2 Ken Robinson, ' Creativity knows no stereotypes', Times Educational Supplement, 13`h March 
1998, p. 25. 
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both by its interdisciplinary nature and by the intricacy of culture itself The issue 
of arts practitioners' role in policy formation can thus be seen as one waiting to 
be investigated, and not one that has already been fully considered and resolved. 
1.4 Using Public Policy Approaches in Cultural Policy Research 
In order to investigate the second of my two questions, as to whether public 
policy approaches to policy formation might be useful for cultural policy 
research, I propose to examine in more detail Sabatier's article on top-down and 
bottom-up approaches to research; Maloney, Jordan and McLaughlin's paper on 
interest groups' involvement in public policy; and an earlier discussion by Wyn 
Grant (1978) of `insider' and `outsider' groups from which Maloney et al 
develop their argument. 
In 1986 Sabatier reviewed public policy literature which had been concerned 
over the previous fifteen years with the role of different actors in policy 
implementation, and particularly focused on the differences between `top-down' 
and `bottom-up' approaches. He explains these two models as stemming from the 
differences in their starting points: the former begins from a policy decision 
taken by government, whereas the latter focuses on a range of actors outside 
government who are involved in service-delivery. Sabatier's own strategy is to 
propose a synthesis of the two approaches, combining elements of both. 
3 
3 Although Sabatier is concerned primarily with policy implementation, 
he does include policy- 
making in his analysis, and several of his observations and comments are applicable to the 
formation of policy. For instance he defines `bottom-uppers' as 
being more concerned with 
"accurately mapping the strategies of actors concerned with a policy problem" than with "the 
extent to which a formally enacted policy decision is carried out" (p. 36). Indeed, Ham and Hill 
(1993) warn against making too great a distinction between policy-making and implementation, 
pointing to the possibility of "the concretisation of policy 
in action, or [... ] a process of 
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Sabatier summarises a number of criticisms of the top-down method, two of 
which are of particular relevance here. The first is that because "the framers of 
the policy decision" are seen as "the key actors", other actors are ignored or are 
seen as obstacles, and therefore their contributions are not recognised (Sabatier 
1986, p. 30). In the words of Ham and Hill (1993), in this model "policy is taken 
to be the property of policy-makers at the `top' " (p. 101, my emphasis). As we 
have seen, above, this view is reflected in some of research in the cultural policy 
field. (It should be noted, however, that not all those subscribing to the top-down 
view are so dismissive of the role of other actors. Hogwood and Gunn (1984) 
express what they describe as "a measure of sympathy" (p. 207) towards the top- 
down approach even though, as already indicated, they do strongly recognise the 
participation of a range of interest groups. ) 
The second criticism levelled at the top-down model is that its use is limited "in 
situations where there is no dominant policy [... ] or agency, but rather a 
multitude of governmental directives and actors" (Sabatier, p. 30). This is indeed 
frequently the position in cultural policy, with local and national government, 
national and regional arts funders, and a plethora of arts organisations, individual 
artists and arts networks all playing a part in arts provision. The implication of 
these two points for cultural policy, therefore, is that any attempt to understand 
the policy process is limited unless it takes into account these other actors. 
Grant's paper (1978) seeks to develop an analysis of interest groups which is 
focused on the strategies they adopt to reach their objectives, particularly in their 
movement back and forth between policy and action" (p. 100). And revisiting this discussion four 
years later, Michael Hill goes so far as to say that in some situations the distinction between these 
two aspects of the policy process "seems singularly meaningless" (1997,381l 
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relations towards governments. He distinguishes between `insider' and `outsider 
groups' : the former being those which are consulted by government in the 
policy-making process, while the latter "either do not wish to become enmeshed 
in a consultative relationship with officials or are unable to gain recognition as a 
group that should be consulted" (p. 2). And he suggests that the designation of 
insider or outsider "status" is the result of "both a decision by government and a 
decision by the group concerned" (ibid., original emphasis). In terms of my 
discussion of the role of arts practitioners in policy formation, there are two key 
points here. One is that other actors besides government are involved in some 
stages of the policy-making process; and the other is that these actors can have at 
least some influence on the possibility of that involvement taking place. 
Maloney, Jordan and McLaughlin's work on interest groups and public policy 
(1994) aims to refine and develop the insider/outsider approach; and does so in 
the context of the role of consultation in policy formation. The authors, along 
with other policy analysts (e. g. Hogwood and Gunn 1984, p. 53), argue that 
consultation is a key component of the policy-making process in Britain. 
Moreover, they put forward the view that, far from government being "some kind 
of citadel resisting invaders" (p. 21), there is actually a strong inclination to 
engage others in policy-making, and not necessarily "only those groups with 
which it is predisposed to agree" (p. 22). They assert that "consultation is a 
functional necessity in the process of developing effective policies" (ibid. ). 
Therefore, non-governmental organisations are seen as having something useful 
to contribute to the process. Furthermore, the three authors indicate that 
consultation in Britain has grown more than threefold in the two decades from 
1980. This is certainly reflected in the cultural sector where, from the early 
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1980s, there has been a "plethora of policy initiatives" (Taylor 1995, p. 136), 
many of which have involved some form of consultation. 
Maloney et al develop the concept of an "exchange-based" relationship between 
groups and government, in which "government offers groups the opportunity to 
shape public policy, while groups provide government with certain resources" 
(p. 36). They describe as "resource-rich" those organisations which are able to 
offer a significant amount of expertise, advice, and information; are themselves 
organisationally cohesive and effective; and may additionally be economically, 
strategically, and numerically significant. Such organisations are sought out by 
government for their contribution. 
This links to another point made by the authors, in which they distinguish 
between access and influence; or, as Grant puts it, "those groups which are 
invited [... ] to submit their views" and "those which are at best tolerated" (p. 3). 
Maloney et al suggest that access leads only to consultation in a limited sense, 
while influence results in groups being involved in bargaining and negotiating. In 
other words, points of view put forward by `tolerated' groups during consultation 
might well not affect the resulting policy, in contrast to those with "privileged 
access" who are "in close regularised consultative relationship with decision 
makers" and thereby do have an influence on policy formation (p. 25). 
Consequently, Maloney and his fellow researchers refine the term of insider to 
distinguish between these differences in access achieved by differing groups who 
nevertheless fall into the category of insider status; and they conclude that these 
distinctions are more significant-"the major cleavage in the group world'-than 
those between the notions of insider and outsider (p. 37). 
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There is no doubt that the concept of an exchange-based relationship, in which 
the currency is resources, and where some organisations are more `resource-rich' 
than others, is applicable to cultural policy and the role of arts practitioners in 
policy making. While a large number of arts organisations and artists are 
frequently invited to submit comments on policy issues, there is often a 
concentration on the views of certain organisations which are considered to be of 
key significance. My research has found many instances of consultations held to 
ascertain the views of arts practitioners both on broad arts strategy and on 
specific policy issues, where concern has been expressed by participants that 
elected members, appointees, and officers of funding bodies had focused on the 
large `flagship' organisations, rather than the myriad of small groups that also 
produce art in their geographical or artform area. During the Arts Council's 
theatre review of 1999-2001, for example, the Independent Theatre Council, 
representing small-scale theatre companies, considered it necessary to take 
concerted action to focus attention on the needs of this part of the theatre sector 
alongside those of the larger repertory theatres which were the initial subject of 
the review. To this end it held discussions with the Arts Council, organised 
regional meetings, and urged its members to contribute to the debate. 
4 
The model of access and influence is thus relevant to the question of arts 
practitioners' involvement in cultural policy-making. For it to be useful as well, 
it is necessary to consider whether the position of practitioners in such a situation 
is immutable, and if not, how it might be altered. As we have already seen, Grant 
is of the opinion that interest groups are able to take action which affects their 
relation to the policy-making process. Maloney and 
his fellow authors are less 
convinced of this. 
4Lf, for example, Independent Theatre Council, Ill., Policy LVLatiei , 
issue 4, PP. 1-7Z, July L000I. 
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In developing their argument Maloney et al distinguish between the strategies 
adopted by groups and the status conferred on them by government. They believe 
that strategies chosen by organisations to affect policy decisions (for example, 
public campaigning, the development of political skills, or behind-the-scenes 
activity) are less significant than the status accorded to organisations as a result 
of being 'resource-rich'. To back up this argument they suggest that resource- 
rich organisations would be unlikely to lose their status if they "behaved 
irresponsibly" (p. 30). It does certainly seem to be the case in the cultural field 
that high-profile (resource-rich) organisations are able to squander those 
resources with considerable leniency from government. 5 Equally, there are many 
instances of arts organisations which, although cohesive, effective, and in 
possession of a high level of expertise in their chosen field of arts production, 
have been marginalised by their local council or regional arts body. In other 
words, the skills and reputation of the arts organisation in its own artistic field 
were insufficient to gain it external status. 
However, pursuing the argument of Maloney et al to its logical conclusion, it 
should follow that organisations not yet regarded as resource-rich could increase 
their status with government by finding ways to increase their resources. This is 
one of the key ideas contained within the discussion in Part II of the thesis, where 
I examine the attempts of arts organisations to enlarge their influence on policy 
in this way. Such attempts include collaboration with other groups, i. e. increasing 
resources by amalgamating them, such as the joint work by the Theatre Writers' 
Union and Writers' Guild of Great Britain, or the creation of Coventry Theatre 
For instance, it took many financial, management, and artistic problems in the 1990s at the high- 
profile, `flagship' institution, the Covent Garden Royal 
Opera House, before MPs and 
ecisiv., action to demand changes ges (Dan G1Gister 'Quality crisis at Royal Opera ýoýýernm., a. n .t took . 
d.,...., e .. . ý..... 
House', Guardian, 21' March 1998, p. 15). 
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Network; raising the profile of the policy issue, as seen in the campaigning and 
advocacy activities of the playwrights' associations; and the development of 
research expertise by playwrights' organisations and theatre networks. It will be 
shown in my study that the strategy adopted by an arts organisation itself to 
increase its resources may thereby also enhance its status - although many arts 
organisations would testify that this is not easy to achieve. 6 
Maloney and his fellow authors also consider whether groups can, however, have 
complete freedom to choose their strategies. Drawing on other writers in their 
field, they suggest that both internal and external factors, such as groups' 
organisational structure, their source of funding, the nature of their policy 
demands, and changes in political administration, can affect and constrain the 
strategies which organisations are able to adopt. Grant, too, points to a range of 
factors which can influence an organisation's choice of strategy, and considers 
that external changes have the greatest effect. However, these authors are not 
suggesting that there is nothing that can be done by groups to affect their 
involvement in policy matters; and it is this potential for self-directed influence 
in gaining a place in policy-making that is worth pursuing by arts practitioners - 
and worth looking at by cultural policy researchers. 
6 Conversely, as Indicated above, even an organisation as resource-eich as 
the Covent Gar den 
Royal Opera House found in the late 1990s and early 2000s that there may eventually be limits to 
the toleration by government of what it perceived as poor management and unacceptable 
exclusivity. Cf. Martin Wroe and Richard Brooks, `In culture's hallowed 
halls, it's raining 
businessmen', Observer, 18"' January 1998, Rosie Millard, `What a song and dance', Guardian, 
29th January 2000, p. 24. 
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1.5 Conclusion 
There are undoubtedly a number of useful concepts and analyses in these 
examples of public policy research on the role of organisations in policy-making. 
However, they cannot simply be applied wholesale to issues of cultural policy- 
making. To begin with, the points made earlier about the complex and 
contradictory nature of culture itself, counsel caution in treating cultural policy in 
the same way as other policy areas. 
Furthermore, arts organisations have some important differences from many of 
the groups being discussed in these public policy analyses. Influencing and 
changing public policies is not simply a part of the activities of the latter, but in 
fact working for those changes is their raison d'etre. They are what Maloney et al 
call "idea or cause groups" (Maloney et al 1994, p. 34). 7 In particular, these kinds 
of organisations are made up primarily of lay people who have an interest or a 
concern in the issue being promoted or opposed by them. They may also include 
some experts in the field - indeed, they often do - but the majority of their 
supporters or membership consists of non-specialists. In contrast, arts 
practitioners are specialists, and are concerned first and foremost with arts 
production. Their involvement, or wish to be involved, in policy-making stems 
from an interest in ensuring that they can continue to produce their art, and that 
conditions are favourable for both the production and distribution of that art. It is 
in this context that they may seek to change policies. 
For example, Maloney, Jordan and McLaughlin mention the Campaign for Nuclear 
Disarmament and Amnesty International, while Sabatier refers to environmental campaigners. 
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However, looking more closely at the specific factor of intent to influence policy, 
this is prominent to differing degrees amongst the two categories of arts 
organisations (and individual practitioners) that will be investigated in this thesis. 
Focusing on the case of new theatre writing, there are, on the one hand, the 
theatre companies which are established to produce plays. These organisations' 
efforts to influence policy are therefore as a `by-product' of their primary 
purpose. The other category is the playwriting associations set up precisely to 
affect both policy and practice in new writing. But unlike the membership of the 
`idea' or `cause' groups referred to above, these associations are made up almost 
entirely of specialists in their field. There is also a third type, which has grown 
out of the second: that is, those new writing organisations whose prime purpose 
is to support the development of new writing through activities such as 
workshops, readings, and financial assistance. The prominence of policy 
intervention thus varies among these different organisations, ranging from fairly 
high intent to being a by-product of their other objectives. 
Regardless of which category they fall into, it is important to point out that most 
arts practitioners have a strong conviction of the value of culture and the arts, and 
that this informs not only their artistic production, but also their involvement in 
policy-making. The research in new playwriting policy undertaken for this thesis 
has found a commitment among the playwrights not only towards their own and 
their fellows' work, but also to the wider belief in the importance of new writing 
as a means of regenerating the theatre (to which in turn they are 
fully committed, 
as a powerful social forum for the benefit of their audiences and of society as a 
whole). 
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Nevertheless, the raison d'etre of arts practitioners is to produce their art, and, as 
already suggested, this distinguishes them from many of the groups who are the 
subject of public policy research. However, this difference, while suggesting that 
the analyses of public policy researchers cannot be applied automatically, does 
not mean that they cannot be applied at all. It is clear in this policy literature that 
the analysis of insider and outsider groups is applicable across a range of 
organisations, and it should therefore be possible to use it to understand the 
particular characteristics and circumstances of arts organisations. 
In summary, public policy research provides some useful approaches to the 
analysis of cultural policy, though there needs to be caution in applying them, 
taking into account the particular complexities, cited earlier, of culture as distinct 
from other areas of public policy . 
There are also, as just noted, some important 
differences between arts organisations and groups involved in public policy 
issues. 
Nonetheless, there are several, key, points to draw from these approaches to 
public policy. Firstly, that there are precedents for including practitioners in 
analyses of the policy process, and, furthermore, that such analyses of cultural 
policy processes will be incomplete if arts practitioners are excluded from 
consideration. Moreover, and importantly, these studies indicate that the role of 
practitioners need not be a passive one, but can be self-directed and active - both 
in terms of their contribution to the policy process itself, and in their ability to 
position, and re-position, themselves so that they can increase their contribution 
and its impact. 
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Finally, an important concept emerges from recognition of the involvement of a 
range of actors in the policy-making process: that is, the dynamic nature of that 
process. The interactions and exchanges amongst the different bodies involved 
are evident both at the moment of a particular consultation and in the longer-term 
process of engagement that provides and shapes the policy `environment' in 
which all the actors operate. The picture that emerges of that environment and of 
the policy-making process itself is thus one of movement and action, rather than 
of stasis and passivity: a dynamics of policy creation. This will be discussed 
further, in Chapter 6 especially. 
I suggested, above, two questions arising from an awareness that public policy 
research has considered the contribution of actors other than government in 
policy-making, where cultural policy research has not. There is another question 
which now needs to be answered. Can work be developed in cultural policy 
research to both analyse and theorise the role of arts practitioners in cultural 
policy-making? 
The start of this chapter put forward the proposition that there has been a lack of 
such analysis in cultural policy research. It is not, however, the case that the issue 
of practitioner involvement has been totally absent from accounts of cultural 
policy developments in particular historical periods or artforms. Indeed, as will 
be illustrated in the following chapters, this question appears in a number of 
commentaries, histories, and reports. My argument 
is that the issue has been little 
analysed or theorised as a major part of the specific 
field of cultural policy 
research. 
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Some work of course has been done. As indicated already in this chapter, some 
writers in the field of cultural policy have considered aspects of the question of 
arts practitioners' role in policy activity. What is still needed, though, is a more 
focused examination of arts practitioners' involvement in the policy-making 
process, which makes it a central concern of study, and develops a theoretical 
framework in which to discuss the question. This thesis aims to provide such a 
study, by combining a historical account of debates about practitioner 
involvement in cultural policy activity with a detailed examination of the 
particular case of new playwriting policy in England, and an analytical and 
theoretical exploration of the issue. 
The next chapter provides a historical perspective to the discussion, by tracing 
the emergence and continuation of concerns among both arts practitioners and a 
range of commentators about practitioners' role in the cultural policy process - 
concerns which have been voiced ever since the inauguration of state subsidy and 
the establishment of the Arts Council of Great Britain in 1945. 
59 
Chapter 2 
A Brief History of Arts Practitioners in the Policy Process in Britain 
The previous chapter considered the way in which cultural policy researchers in 
several continents have viewed practitioners in relation to cultural policy- 
making. This chapter gives an historic account of the role of arts practitioners in 
British cultural policy from 1945 onwards, and discusses some theoretical 
explanations of the developments. 
It first deals with a common query in relation to cultural policy in Britain; 
namely, whether the British `arm's length' approach of avoiding direct 
government intervention in culture has resulted in an absence of policy to which 
arts practitioners might actually relate. ' This section of the chapter concludes 
that, despite this approach, there are nevertheless distinct policies which can be 
engaged with. The chapter then traces the involvement of arts practitioners in 
policy development and implementation at national, regional and local level, the 
attitudes towards that involvement, and debates around it. It also examines the 
effects of political and economic changes on the position of arts practitioners. 
Alongside this it considers theories about producers and consumers, and of 
professionalism, that help to explain both the role that practitioners have played 
and the perception of that role. 
The arm's length approach is the system by which government keeps a distance from detailed 
policy and grant-making activities by appointing semi-independent bodies ('quangos') to 
undertake this work. The arm's length principle is employed widely across public policy in most 
Western countries as a means of restraining governmental powers. In the cultural field it has been 
regarded as an important buffer between government and the arts, preventing political 
interference or diktat in artistic matters. Harry Hillman-l härtrand and l 
laire McCaughey 











2.1 Does Britain Have Cultural Policies? 
Before considering the history of arts practitioner's involvement in cultural 
policy-making, a common query about cultural policy in Britain needs to be 
answered: that is, whether there have in fact been cultural policies in this country 
for practitioners to take part in creating. This question has been posed 
particularly in relation to the Arts Council, in its capacity as the government's 
`arm's length' body responsible for making decisions about the organisation and 
funding of the arts. 
When John Maynard Keynes (who had played the key role in establishing the 
Arts Council of Great Britain) made his BBC broadcast on the setting up of the 
Council in 1945, he referred to the event as "half baked", and that tends to be the 
manner in which Britain's relation to cultural policy is widely perceived, 
especially in contrast to the cultural policies developed in many other countries. 
Of course, the Royal Charter which established the Council contained specific 
aims, and Keynes' broadcast speech was printed in The Listener under the title of 
`The Arts Council: Its Policy and Hopes' (Keynes 1945). But, despite discussions 
of policy matters in both the Council's annual and occasional reports, there has 
been a commonly held view that no clear policy was developed after 1945, and 
that "the concept of a master plan and policy for the arts was seen by members of 
the Arts Council not only as inadvisable, but as risky and wrong" (Keller 1983, 
p. 9). 
The 1965 White Paper, 'A Policy for the Arts: The First Steps', developed by the 
Labour Government's Minister for the Arts, Jennie Lee, has been described as 
"the first formal statement of the role of government in the arts" (Gray 2000, 
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p. 50). But the White Paper itself stated that state support for the arts had "grown 
up in response to spasmodic pressures rather than as a result of a coherent plan", 
and stressed that it would "take time" to develop policy "in full detail" (Cmnd 
2601,1965, p. 16). This lack of certainty surrounding public policy for the arts in 
Britain continued in the years to follow. 
In their examination of the policy statements contained in the Arts Council's 
annual reports, Karen King and Mark Blaug (1973) pinpoint both haziness, for 
example in the Council's discussions of `diffusion' of the arts, and actual 
contradictions, such as over its policy on ticket prices. In response to the Arts 
Council's assertion, in 1953, that it "must select its role and objectives with 
precision", King and Blaug assert that they have difficulty in finding evidence 
that the Council has actually done this (King and Blaug, p. 9), and later state that 
if "there are underlying principles or guidelines to decisions, the Arts Council has 
appeared remarkably reluctant to give an account of them" (p. 14). In the annual 
report of 1966/67, the Chairman of the Arts Council, Lord Goodman, though 
referring several times to Council policy and even to "firm policy", nevertheless 
ends his introduction with the statement that "We shall try to make our 
judgements more scientific and less rule-of-thumb, but to a large extent they 
must remain inspirational" (ACGB 1967, p. [2] of `A chairman's note'). King and 
Blaug conclude in apparent despair: "It is not too much to say that in 26 years of 
official reportage they have failed to produce a single coherent and operational 
statement of their aims" (King and Blaug, p. 16). 
Their view was echoed nearly a decade later in Robert Hutchison's assessment of 
Arts Council policies as "typically [... ] too vague, too ambiguous' (1982, p. 152). 
And at about the same time, Jim McGuigan (1981) was similarly charting the 
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lack of clear policy in the specifics of the Arts Council's policy on literature. In 
his discussion of the basis on which literature panel decisions are taken regarding 
grants to writers, he questions the panel's clarity in relation to what they mean by 
`serious writing' (this is the term used to distinguish which writers will be grant- 
supported by the Council). He suggests that "one would expect a certain 
willingness among decision-makers [ ... 
] to make explicit a concept which is so 
fundamental to the normal operations of the grant system" (p. 94). But in his 
investigations he found that "almost every interviewee was unhappy about 
defining `serious writing' " (ibid. ). He concludes that the term is "an empty 
abstraction", and that it was actually the individual tastes of literature panel 
members which produced the decisions of the panel (p. 96). 
Revealingly, in a response to King and Blaug's paper, Richard Findlater (a 
member of the Drama Panel), far from contradicting their criticisms, defends the 
Arts Council's lack of precise policy and clear targets (Findlater 1973). Partly, he 
bases this viewpoint on the smallness of the Council's budget (though this view 
hardly stands up to scrutiny: his statement that with few funds in 1945 it could 
not be expected to "declare a precise series of targets" (pp. 91-92) is somewhat 
undermined by the ring-fencing that took place then in order to secure a large 
grant for the Covent Garden Opera House. ) But most of all, Findlater rejects the 
idea of what he calls `theories': "theories of what arts are more important than 
others; of what principles should govern public subsidy; of what artists should be 
subsidised in preference to others" (p. 92). The reason for this is to protect the arts 
from "interference from the state" (ibid. ). This is, of course, the same rationale 
that was behind the creation of the Arts Council on the basis of the 'arm's length' 
principle. Several decades after this founding, commentators still point to "the 
lack of any coherent national strategy or policy for the arts" (Gray 2000, p. 75). 
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However, despite the vagueness of Arts Council policies, and the resistance to a 
centralised and national policy for the arts (which might produce a state 
interference both unwanted by artists and problematic for politicians who prefer 
not to have to defend artistic decisions in the House of Commons), there are of 
course many statements of value and intent, and many decisions taken, regarding 
the funding, organisation, distribution and purpose of the arts, both in the arts 
funding system and at local government level. Despite his criticisms regarding 
serious writing, McGuigan refers elsewhere in his report to the "literature policy" 
of the Arts Council (McGuigan 1981, e. g. pp. 23,26,33); while Brown and 
Brannen (1996), assessing the impact of the Arts Council's Cork Report on 
theatre, believe it "made a case" for the public funding of theatre (p. 371) and 
refer to the "principles" of the report (p. 375). They conclude that the report had 
"continued for ten years to provide a means of understanding and developing 
English theatre" (p. 383). 
Furthermore, some leading figures in the Arts Council have themselves argued 
for a recognition of the existence and importance of policy. Roy Shaw, writing 
as General-Secretary in the annual report for 1975/76, resists the idea that the 
Council does not have a policy, contending that it "in fact frequently take[s] 
initiatives" (p. 8), and going on to suggest that "the only choice is really between 
a conscious policy and an unconscious one" (p. 9). Elaborating on this point a 
few years later, at a conference of Commonwealth Arts Councils, he argued that 
it is actually not possible to be without one, saying "that not to have a policy is to 
have a policy" (Sweeting 1982, p. 81). Intriguingly, Richard Findlater - quoted 
above rejecting the notion of Arts Council policy - had also written, 
fourteen 
years earlier in an Arts Council annual report, of the Council's "'deliberate act of 
policy" in setting up schemes to support new theatre writing 
(ACGB 1959, p. 11). 
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This view is reiterated by Roy Shaw as, in his discussion of whether the Arts 
Council in fact has policies, he cites its support for new playwrights as an 
example of the initiatives which the Council had taken and which he offers as 
proof of policy-making (ACGB 1976, p. 8). 
There is still a justifiable criticism to be made that, for at least a large part of its 
existence, the Arts Council's policies have not been very clear, or have consisted 
of fragments related to specific artforms and not necessarily to one another. But 
even with these qualifications, and certainly, as the Arts Council has moved more 
deliberately towards establishing policies, it is pertinent to consider how these 
policies are created and by whom. For whether overt or implicit, general or 
specific, decisions are taken and statements made (as will be examined in more 
detail in Chapter 4); and it is in relation to these decision-making processes and 
the people involved in them that the question of arts practitioners' role in policy- 
making arises. 
.2 
Arts Practitioners and Policy-making Since 1945 
In his study of British cultural politics, Robert Hewison (1995) has described 
how, when the wartime Council for the Encouragement of Music and the Arts 
(CEMA) was turned into the Arts Council of Great Britain in 1945, the artform 
panels - which until then had executive power - were transformed into advisory 
bodies. The cause of this change was pressure from CEMA's chairman, John 
Maynard Keynes, who had earlier experienced argument and resistance from the 
drama panel (for example over their policy of organising theatre tours (Hewison, 
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p. 39)). 2 The result of it was "that the Arts Council was always to give the 
appearance of consulting the experts in the respective art forms [... ] but the real 
power of decision lay with the members of the Council and their executive 
officers" (Hewison, p. 42). 
From its inception in 1945 the Arts Council, as a governing body, was structured 
as a top-down pyramid and consisted of a Council, advisory panels, and various 
sub-committees, all of whose members were unpaid. The day-to-day work was 
undertaken by paid staff. 3 The panels were each concerned with a particular 
artform (drama, music, etc) and, as the organisation grew, they spawned their 
own sub-committees to deal with specific aspects of their remit. Thus in 1995 the 
drama panel had two sub-committees: `drama projects' and `theatre writing and 
bursaries'; music had one, for the Contemporary Music Network; while the 
visual arts panel had three, for arts projects, photography, and architecture. There 
were also other committees, (some later renamed as panels) dealing with 
particular areas of work such as touring and education, which cut across the 
different artforms. The role of the panels, committees, and sub-committees was 
to make recommendations within their sphere, mainly about grants to arts 
organisations and individual artists Final decisions were, officially, the 
responsibility of the Council itself 
Keynes was hostile to CENtA's approach of setting up and managing tours itself; and tried, with 
difficulty, to get CEMA to give financial support to a tour organised by actor-manager Donald 
Wolfit. 
3 The size of the organisation, in terms of the number and size both of panels and committees, and 
of the departments and staff, varied considerably over the years - growing as the Council's 
Treasury grant increased and demands on the Council expanded, and then at times reducing as 
attempts were made to prune growth that was becoming unmanageable. Thus the seven Council, 
panel, and committee bodies with which the Arts Council began 
in 1945 grew to 74 by 1975, 
while the number of people serving on them rose from 63 to 786. Twenty years 
later the number 
of bodies was 58, with 528 members (Witts 1998, pp. [548-53]). 
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The Council members were not, predominantly, practising artists. An analysis of 
the make-up of Arts Council in its first two decades (Harris 1969) points out that 
just under twenty per cent of Council members were or had been practising 
artists, (although others had involvement in the arts in other ways, either in 
management of arts organisations or as writers alongside another career). What 
is striking about the thirteen artists listed by Harris is the extent to which they 
were high-profile figures; including, for example, Henry Moore, C. Day Lewis, 
and Ralph Vaughan Williams. Indeed Vaughan Williams himself, during the 
setting up of the Arts Council in 1945, argued - unsuccessfully - for "the 
recruitment of workaday artists rather than distinguished names" (Witts, p. 150). 
Hewison describes the Arts Council and its main clients as being a part of the 
"natural territory of the Great and the Good" - that body of individuals widely 
recognised as holding key positions in administering all aspects of the state, 
including culture. He refers to the "intimate connections" that existed between 
government and the major arts organisations, for instance between the Treasury 
and the Royal Opera House (p. 79). In his account of his time as Minister for the 
Arts, in the 1970s, Hugh Jenkins gives an indication of the way in which contacts 
between Government and the Arts Council, particularly between members of the 
Cabinet and the Arts Council Chairman, operated to maintain what he described 
as "the grip of the snobocracy on the arts scene" (Jenkins 1979, pp. 204-5). 
Exceptions did occur: Norman St John-Stevas claimed that, as Minister for the 
Arts, he was not consulted by the Arts Council when they proposed the axing of 
41 companies in 1980 (Hutchison 1982, p. 17). But generally, the links between 
the leading members of government and Council were close: of people who 
inhabited the same social and political circle, with ties through marriage, 
friendship and profession. 
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Robert Hutchison (1982) also details the close connections between the Arts 
Council and the major arts organisations. He cites, for example, the fact that all 
seven chairmen of the Council had been on the governing bodies of one or even 
both of the national opera companies, and that the Royal Opera House's 
accountant, D. P. Lund, spent fourteen years (from 1951 to 1965) being, at the 
same time, accountant of the Arts Council. Richard Witts describes how Lund 
would write letters to himself, in his two roles, and "joked that he saved both 
outfits postage by carrying the envelopes and cheques in his briefcase as he 
walked between offices to hand the letter from himself to himself' (Witts, p. 252). 
Similarly, Janet Minihan (1977) conjures up the image of John Maynard Keynes 
taking enjoyment in "negotiating with himself' while holding simultaneously the 
chairmanship of both the Arts Council and the Covent Garden Opera Trust 
(p. 234). 
It would be hard, in such circumstances, to interpret as merely coincidental the 
fact that in 1945 the Arts Council granted the Covent Garden Trust £25,000, 
more than a tenth of the Council's budget; while, astonishingly, in the 1950s and 
1960s at least a third of the Council's money was being given to Covent Garden. 
(This particular relationship continued to be a close one for many years. Indeed, 
in almost a mirror-image of the early links between the Arts Council and the 
Royal Opera House, the 1990s saw the first major capital grant of the Council's 
Lottery fund awarded to the Opera House, with both the chairman of the 
Council's Lottery committee and the secretary-general of the Arts Council 
subsequently moving to become the Opera House's chairman and chief executive 
respectively. ) 
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At this crucial point then, when the public arts funding system in Britain was 
being created, in a mould which would hold for decades to come, practitioners - 
as a general body - were excluded from the policy-making bodies and from the 
committees implementing those policies. And the close connections amongst, 
and narrow range of, practitioners who held positions in those processes, gave 
rise to the oft-repeated assertion (in the arts themselves, in the media, and, as 
indicated in Chapter 1, in the study of cultural policy) that a small elite of artists 
was feathering its own nest and that of its friends. 
This limited group of the `great and good', continued to hold sway over arts 
policy in the ensuing years. Over thirty per cent of Council members up to 1966 
had attended the top public schools in Britain (Harris 1969); by 1981 two-thirds 
of those who had held the posts of Arts Minister or Arts Council chairman were 
also former pupils of leading public schools (Hutchison 1982); and in 1997 the 
situation that Council Chairmen were public-school educated still held true, with 
all but one also having been to Oxbridge (Wilts, p. 457). Family and business 
links were also strong among those holding these positions, and wealth and titles 
were not unusual. Of the ten Arts Council Chairmen from 1945 up to 1997 two 
were hereditary peers and three were knights when they were appointed (Witts, 
p. 457). In 1965 Hugh Jenkins, then a back-bench MP, was moved to say that he 
"doubted whether any weekly-wage earner ever entered the Arts Council's 
building except for the purpose of cleaning it" (Jenkins 1979, p. 56). 
From the late 1960s there was some, though limited, recognition within the Arts 
Council of the narrowness of its make-up, and attempts were made from the 
inside to broaden it. Some of these concerns focused on the London-centric 
composition of the Council and its panels and sub-committees, and suggestions 
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were put forward for regional representation. However, a joint Arts 
Council/RAA working group making such propositions in 1980 was moved to 
state that "we feel bound to remark that similar recommendations have been 
made in the past [... ] but in practice there has been very little change. We do not 
regard this as satisfactory" (ACGB 1980b, pp. 17-18). The age-range of Council 
members was also a subject of concern and some attempt was made briefly to 
widen it. Thus the 1968/69 Annual Report refers to "youngsters" who had been 
brought onto its panels, and to the need to "remain contemporary and `with it' " 
(ACGB 1969, p. [3] of `A Chairman's Introduction'. ). However, such variations 
and recommendations did not substantially alter the Council, and in terms of 
representation of arts practitioners the proportion of practising artists on the 
Council remained on average, up to 1997 at least, at the twenty per cent noted by 
Harris in 1969. Nor did these attempts substantially reduce the criticisms. 
It was not only who was on the Council, but the way in which people became 
members, which is significant. The system was from the outset one of 
appointment, from the top down. The Chairman of the Council was chosen by the 
Government Minister responsible for the arts, and other appointments were made 
through a combination of recommendation, discussion and negotiation with 
chairs and members of the relevant bodies, according to what level of body the 
appointment was for. The top-down nature of the procedure meant, for example, 
that the chairs of panels were not chosen by their own panel members. In an 
article written in Political Quarterly, out of his own experience of being on the 
Arts Council, Raymond Williams describes this process as being "shrouded in 
[... ] mellow dusk" (Williams 1979, p. 160). He refers to names `emerging' and 
to private consultations taking place. A similar picture is drawn by Jim 
McGuigan in relation to the Arts Council's literature panel. He refers to "a 
70 
process of consultation over which the Literature Director and Panel Chairman 
have a decisive influence" (McGuigan 1981, p. 43), and quotes a former panel 
member describing it as "an entirely arbitrary process [... ] some form of old 
boys' network really" (p. 45). 
Thus, a body in which influential personal connections held sway was 
perpetuated through a system that had no transparency and very little democracy. 
Some commentators suggest that even assessments such as Hewison's above that 
the power rested in the Council, with only an appearance of panel involvement, 
was over-generous. Raymond Williams recounts how decisions of policy were 
made almost entirely without voting, and sometimes without being referred from 
the panels to the Council itself He concluded that it was the voices of the Arts 
Council's officers, panel chairmen, the finance committee members (again, 
selectively appointed), and the Council chairman which were influential in 
policy-making, and that the "lay Council, and even more the lay Panels, come 
through as interested occasional parties" (1979, p. 162). Robert Hutchison 
similarly points out that on "major policy questions the system of panels and 
committees is often by-passed", with, for example, matters relating to the 
Council's large opera subsidy having "frequently been played close to the chests 
of senior Arts Council members and directors" (1982, p. 35). 
This discussion has focused so far on the Arts Council because it is the pivot 
around which the arts funding system, particularly as it affects the performing 
arts, has operated in Britain since 1945. The arm's length system, keeping 
government at a distance from the detailed policy and grant-making activities of 
its appointed quango, means that the focus of debate, criticism, and attempts at 
influence at a national level was the Arts Council; and this continued to be the 
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case even when a ministry for the arts was finally created in 1992. (The 
Department for National Heritage (DNH) was established by the Conservative 
Government and in 1997 was transformed into the Department for Culture, 
Media and Sport (DCMS) by the Labour Government. ) 
This is not to say, however, that there has been no comment or activity by 
practitioners in relation to the DNH or DCMS. Along with academic and media 
commentators, 4 arts workers have been especially critical of these bodies when 
they were perceived to be taking a more proactive role towards arts policy, and 
particularly when this involved setting parameters and goals that concerned 
governmental objectives not directly related to the arts (for example, tackling 
social exclusion), in which the Government expected arts activities to be 
undertaken. Some attempts have also been made by arts practitioners to affect 
policy at the ministerial level. For instance, the National Campaign for the Arts 
organised a series of meetings in 1999 and 2000 in which delegations of 
practitioners met with the Arts Minister (at that time, Alan Howarth) to discuss 
matters such as artistic innovation, training, audience development, and funding. 
They have also participated in consultations initiated by the ministry, such as that 
undertaken in 1998 as part of the Government's Comprehensive Spending 
Review, in which direct responses were invited on a range of issues relating to 
the arts funding system and the objectives of arts provision. However, as detailed 
policies and funding decisions are still the remit of the Arts Council, the main 
attention has continued largely to be directed towards that body. 
For example. Quinn 1997, p. 152; Hugo Young, 'Culture, No, these people prefer to be seen 
with Noel Gallagher', Guardian, 2l May 1998, p. 20; Liz Hill and Brian Whitehead, `Arts for 
art's sake? ', Art Business, editorial 22"d November 1999, p. 2. 
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In addition to operations at a national level, public policy and funding for the arts 
has also resided in the English Regional Arts Boards (and their predecessors, the 
Regional Arts Associations), and in local government. This section therefore 
concludes by also considering the role of arts practitioners in these arenas. 
The first Regional Arts Association (RAA) was formed in 1956, in the wake of 
the Arts Council's closure of its regional offices between 1952 and 1956. 
Established in the South West region, it managed to persuade the Arts Council to 
support it financially despite the Council having just ended its own operations in 
the regions. When another Association was set up in the North East of England in 
1961, it was on the basis of substantial support from the local authorities in its 
area; and it then requested the Arts Council to provide matching funds. During 
the 1960s and 1970s the combination of local authority and Arts Council funding 
of the RAAs became the main pattern of support, which was still the case for 
most of the Regional Arts Boards (RABs) that succeeded the Associations in 
1991 and 1992. (There were by then twelve English RAAs, which were formed 
into ten RABs. ) The pattern of representation though did not reflect that of 
funding: Arts Council representation was variable, and sometimes minimal, 5 
while local authorities - contributing a minor portion of the funds - made up a 
significant proportion of the Associations' governing bodies. The RAAs/RABs 
also had individuals and local organisations (including both professional and 
amateur arts organisations, artists' trade unions, and some educational 
institutions and businesses) in their membership. Representatives of these, as 
well as individual members, could be elected to the RAAs/RABs' governing 
s The report of the joint ACGB/RAA working group into relations between the Arts Council and 
the Associations (ACGB 1980b) noted that the Arts Council, "despite its very substantial input of 
fands" had been "unable to provide an assessor to cover all AAA. meetings " (p" 1 2). 
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bodies. Arts practitioners also served on regional advisory panels, though this 
system was later replaced at some RABs by a pool of individual advisors who 
could be asked for their opinion on specific artists or arts organisations. 
The view of the arts funding system, expressed in the report of the joint Arts 
Council/RAA working group, was that "on the members rests the responsibility 
for the formulation and implementation of a coherent regional policy" (ACGB 
1980b, p. 3). But the same report also referred critically to "arguments in favour 
of increasing democratic participation", and argued that "there should be specific 
limits defined for the participation and influence of such a membership" (p. 11). 
These limits would "ensure that nominees of national and local funding bodies 
jointly constitute an overall majority at all times on the ultimate governing bodies 
of the RAAs" and that the Associations' General Meetings, where individual and 
corporate members participated, "should not include the authority to over-rule 
decisions of the governing body" (p. 16). 
Given this outlook it is not surprising if RAA members tried sometimes to take 
matters into their own hands. Hutchison describes an instance in 1980 where an 
attempt was made in Merseyside by individual Association members to obtain a 
majority on the Executive Committee. The response to this action was the 
closure, and then reconstitution, of the Association by its funders (Hutchison 
1982, p. 131). However, on the whole, demands for better representation in the 
regional arena do not seem to have been made on the same scale as they were in 
relation to the Arts Council. With at least some form of membership and 
representation at the regional level (according to ERAB - the English Regional 
Arts Boards co-ordinating organisation - there were always several arts 
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practitioners on each RAB Board6) the question of arts practitioner involvement 
seems mostly to have manifested itself rather differently than its expression in 
the national arena. Indeed there were times when the membership showed a close 
identification with its regional board. For instance, the members of the West 
Midlands RAB took a very proactive stance in its defence when the 2002-3 
reorganisation of the Arts Council altered the status of the independent Regional 
Arts Boards (although it is worth noting that of course in this case it was the Arts 
Council again that was on the receiving end of the members' sharp criticisms). 
Nevertheless, despite these differences between the national and regional arenas, 
there were criticisms by arts practitioners of the extent to which practitioners' 
views were sought and considered when policy was made at a regional level, as 
will be shown later in the thesis. 
Unlike the Arts Council and the RAAs/RABs, local authorities are of course 
elected. While individual councillors may have, or develop, specific interests in 
the arts, they tend to be reliant on their specialist officers for information and 
advice on arts policy. The extent to which either councillors or officers have 
consulted with arts practitioners varies according to local circumstances, the 
individual approaches of the councillors and officers, and the political situation 
of the time. It also, of course, depends on whether a local authority even has an 
arts budget; and as a result of arts spending being a discretionary part of local 
government, a few local councils do not spend anything on the arts (ACE 1996b, 
p. 23). That the involvement of arts practitioners in local authority arts policy 
cannot be more precisely defined is borne out by the vagueness of the paragraphs 
' Correspondence with the author, March 2002. 
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concerning this issue in the National Arts and Media Strategy Discussion 
Document on local government and the arts (Challans, 1991). In this paper Tim 
Challans refers to a number of different ways in which local councils have sought 
opinion, and suggests that there are "mixed views about the value of involving 
artists and other experts to feed into decision making [... ] there is no fixed 
solution to the issue" (p. 13). 
The participation of arts practitioners in local government cultural policy-making 
will be discussed further in Part II; but it is useful to note here Challans' 
conclusion on this subject. He sums up by saying that "as long as the process 
does not delay decision-making, there are good reasons for the greater 
involvement of artists and practitioners" (p. 13). While not expressing opposition 
to the idea, it is not exactly whole-hearted. Certainly, as a general rule, there has 
been no formal involvement or representation of arts practitioners in local 
authority cultural policy-making bodies. 
In conclusion then, the structures through which the arts have been publicly 
funded in Britain since the Second World War have neither promoted a case for 
arts practitioners to be involved in policy-making, nor provided the mechanisms 
for them to do so, other than as specific, selected, individuals. As will be seen in 
the following section, the Arts Council has been the prime focus of demands for 
change, and has shown a marked reluctance to alter the situation. For artists and 
arts organisations have not simply submitted to this state of affairs, but have 
argued the case for more - and more representative - involvement in cultural 
policy making. 
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2.3 Calls for More Practitioner Involvement 
As has already been seen, only a limited number and range of arts practitioners 
were given a role in policy-making, but even in the early days of the Arts 
Council there were calls for greater participation, especially involving some form 
of direct representation. In addition to Vaughan Williams' protest, referred to 
earlier, the House of Commons Select Committee on Estimates, of 1948/9, 
recommended greater democracy in the operations of the Council, with Equity 
(the trade union for actors) proposing in its evidence to the Committee that the 
panels should have some members elected by artists' bodies and that the panels 
should in turn elect representatives on to the Council itself and have "a more 
definite role in the functioning of the Arts Council as a whole" (House of 
Commons 1949, p. 159). 
One of the factors affecting the limited involvement of arts practitioners was the 
relatively narrow range of arts with which the Arts Council concerned itself. The 
Royal Charter establishing the Council in 1946 referred specifically to the `fine 
arts', and the bulk of its money in the early years was given to the major 
professional arts organisations, particularly in the performing arts. Some art 
forms, such as jazz and folk music, were excluded altogether (with jazz receiving 
its first small grant only in 1967), while amateur arts in its entirety went 
unsupported (Hutchison and Feist 1991). Thus, in addition to the points already 
made regarding the composition of the members of the Arts Council, this focus 
on the `high' arts inevitably narrowed the range of practitioners who might be 
drawn on to take part in policy-making. 
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However, in the late 1960s and the 1970s, a range of debates and developments 
took place, which challenged the limited definition of the arts, widened the 
debate on access, and gave voice to a wider range of arts practitioners. They 
included community arts, working class writers, cultural diversity, experimental 
theatre and theatre in experimental places, and engagement with new media and 
technologies. 
Community arts emerged in the mid-1960s, and spread to many areas of the 
country, embracing video projects, street arts, children's playschemes, festivals 
and celebrations. By 1973 there were sufficient numbers of organisations and 
individuals engaged in the range of activities that came under the community arts 
umbrella for the Arts Council to be aware, at least, of an increasing level of 
demand for financial support from it. The Council therefore formed a working 
party, which produced a report (ACGB, 1974)) recommending a small increase 
in funding for this area of activity and the setting up of a specialist panel. 
Although a committee was established, the challenge put forward by this new 
arts sector was not simply for a piece of the existing `cake', but was aimed at the 
cake itself: deep criticisms were made of the Arts Council's focus on `high' 
culture, which was rejected as not simply inaccessible to the majority of people, 
but actually irrelevant to them (Braden, 1978). 
In another development, during the 1970s, groups of working class writers and 
community publishers produced a range of fictional and non-fictional writing, 
organised public readings of their work, provided workshops, gave advice, and 
published literary magazines. Together, they formed the Federation of Worker 
Writers and Community Publishers. Their approach was seen by the Arts 
Council's Literature Department as being out of line with the literary standards to 
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which the Department was accustomed, and applications for support from the 
Federation were repeatedly rejected by the Literature Panel. In an open letter to 
Melvyn Bragg, the Chairman of the Literature Panel, the Federation concluded 
that the Arts Council's refusals were based not on literary quality, but on an 
objection to their focus on working class writers and their collective way of 
working "rather than on the traditional concept of the artist-in-a-garret" 
(Hutchison 1982, pp. 185-6). 
In the theatre sector, there was a huge upsurge of activity, both inside and outside 
theatre buildings. New companies were formed, which both organised 
themselves in new ways and explored different ways of presenting theatre works; 
and new audiences were sought. Between 1968 and 1978 "half a dozen `fringe' 
theatre groups" grew to "well over a hundred `alternative' theatre companies, 
plus another fifty or more young people's theatre companies", while "a handful 
of playwrights" had increased to "at least 250" working in the alternative theatre 
(Itzin, 1980, p. xiv). It was an "era of instant theatre, on any issue, created by 
anyone, in any style, performed anywhere"; and there was a "radical, flamboyant, 
egalitarian edge to the work" (Chambers and Prior 1987, p. 17). Many of the 
companies presented work which was concerned with political and social issues, 
and sought to open up questions about the role and nature of theatre in society. 
One of the reactions of the Arts Council to these developments was to set up a 
`New Activities' Sub-committee, in 1968, which then became the New Activities 
Committee, which in turn was replaced in 1970 by the Experimental Projects 
Committee. The latter, not being chaired by an Arts Council member [... ] was 
effectively downgraded" (Hutchison 1982, p. 110), and lasted only to the end of 
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1973. But these `new activities' could not simply be confined to artform 
concerns or tucked away in extra sub-committees. 
These developments in the arts and culture were themselves part of a broader 
change in society at the time, a change which challenged authority, tradition, 
standards and values. It is therefore not surprising that, in addition to 
experiments in the content and form of the arts themselves, attempts were made 
to question and alter the way in which the arts were administered. 
Hutchison describes how, in the late 1960s, the mischievously-named Friends of 
the Arts Council Operative "invaded a meeting of the New Activities Committee 
[... ] to present a case for replacing that Committee with an Artists' Panel" 
(Hutchison 1982, p. 106); while in 1969 a conference of 350 artists of all kinds 
criticised the Arts Council for its " `indifference, ignorance and irrelevance to the 
real need of living artists'. " (ibid). In 1975 a meeting of playwrights and small 
theatre companies, organised by the newly-formed Independent Theatre Council 
and The Association of Community Theatres, called for more openness in Arts 
Council proceedings and for artists' organisations to be able to send observers to 
meetings (Itzin, p. 213). During the 1970s arguments were also put forward by 
authors for greater representation on the literature panel of the Arts Council, in 
order to make the system more open. Members of the Writers' Guild of Great 
Britain, including a former literature panel member, suggested that 
representatives could be elected from organisations like their own (McGuigan, 
1981). Some of these arguments were reflected in a written debate in the pages of 
Theatre Quarterly, which was opened by a former member of the Arts Council 
Drama Panel with a sharp attack on various aspects of the organisation's 
operations, including the appointment of panel members (Griffiths, 1977). The 
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article drew detailed responses from the Council's Secretary-General (Shaw 
1977, pp. 86-88) and its Drama Department (Andrews 1977, pp. 88-91), as well as 
contributions from two theatre critics, one of whom had also sat on the Drama 
Panel (Marcus 1977, pp. 91-2; Elsom 1977, pp. 92-4). 
In the mid-1970s the Minister for the Arts, Hugh Jenkins, was himself in favour 
of reforming the Arts Council, and describes in his account of his time in the post 
how he unsuccessfully tried to make changes in the organisation, but was 
thwarted by the Chairman of the Arts Council, senior members of government 
and civil servants (Jenkins 1979, pp. 204-5). In 1977 the Labour Party produced 
a policy document arguing for "the creation of a democratic structure for the 
administration and finance of the arts" (The Arts and the People: Labour 's Policy 
towards the Arts, p. 6), and for the involvement of arts workers in policy-making. 
In the following year the Conservatives produced a document opposing such 
ideas (Conservative Political Centre 1978). A review of the two parties' 
proposals (Wilford 1979) was of the opinion that it was their differing attitudes to 
the decision-making process that provided the greatest distinction in their 
approaches to the Arts Council. 
In his Political Quarterly article Raymond Williams, too, proposed a system 
which would include artists, specifically elected on a representative basis 
(Williams 1979, p. 170). Hugh Jenkins' appointment of Williams to membership 
of the Council led to a special conference on matters of the Council's constitution 
and policy, as a result of Williams' persistent arguments. The conference, held in 
May 1978, in turn led to the setting up of a working party to look into the 
operations and structure of the Arts Council. But, reporting in 1979, the working 
group dismissed any idea of elected or representative membership of the Council 
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and its panels, warning that if it did "move in this direction [... ] the effect will 
certainly be to create a wholly different type of Council" (ACGB 1979b, pp. 26- 
27), which is presumably what the proposers of such changes had in mind. The 
working party also argued for the continuation of the panels' advisory role. 
By the end of the 1970s there had been little change in the organisation of the 
arts system, despite all these efforts. Questions related to decision-taking and 
policy-making processes, and the involvement of arts practitioners in these, were 
evidently still a focus for debate at the end of the decade, forming a significant 
part of a conference of Commonwealth Arts Councils held in 1979 (Battersby, 
1981), and was still a topic of discussion at their second meeting two years later 
(Sweeting, 1982). In 1981 Political Quarterly carried another article about the 
role and procedures of the Arts Council, referring to several contributions to the 
debate on arts practitioners' representation in newspapers and journals in the 
preceding eighteen months, which indicated that the issue had not been resolved 
(Dormer, 1981). And the situation did not change markedly in the following 
decades, particularly in terms of the formal structures of the Arts Council. 
There are a number of reasons for this continuing lack of change, and not only 
because leading members of the Arts Council and their supporters in the 
establishment were resistant to reform. Over the next twenty years the attempts 
by practitioners to have some influence over policy-making took place in quite 
different circumstances - circumstances that were affected 
by the changes taking 
place in the political life of the country from the late 1970s. 
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2.4 New Circumstances and a New Discourse 
The political consensus of the post-war period, which saw broad agreement 
across the parties for the public provision of a range of services, collapsed under 
the monetarist Conservative governments of Margaret Thatcher and John Major, 
with their ideological opposition to a strong governmental role in such provision, 
their promotion of the individual and hostility to the social and collective, and 
their belief in the benefits of an unregulated market. Their aim was to produce 
not just a market economy, but a market society, in which the economic sphere is 
predominant throughout all aspects of society (Gray 1999, p. 12). 
This significant and thorough-going change prevented the openings provided by 
the 1960s and early 1970s from being followed through in the cultural field, as 
well as in most other public services, in the ways envisaged by their proponents. 
In fact, one of the successes of the Thatcherite programme was the manner in 
which it took up some of these arguments and turned them to its own purposes. 
Thus, criticisms of the way public arts funding was organised were transmuted 
into an attack on the concept of public arts funding itself The fact that people 
from within the arts had been critical of the system (even though from a different 
standpoint and with a differing goal from the Conservatives) meant that they 
were in a weakened position to defend it. 
A number of specific aspects of this major shift affected the arts and culture. 
These were: marketisation and economic recession; the changes in emphasis 
from producers to consumers; and the undermining of professionalism and trade 
unionism. 
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2.4.1 The Arts, Marketisation, and Economic Attrition 
The Conservative governments of the 1980s and 1990s oversaw a steady wearing 
away of public funding for the arts in Britain. This took both an ideological and 
economic form. The ideology was clearly expressed in the statement by St John- 
Stevas, Minister for the Arts in the first Thatcher government, that business 
sponsorship of the arts was "an idea whose time has come" (Shaw 1993, p. 14). 
And he warned that "state-side expansion has come to an end. We must look to 
the private sector for new sources of money. "' 
Economically, the attack was manifested in the reduction of the Treasury budget 
for the arts and through cuts in local government spending, with the 
governments' ideological drive being compounded by the exigencies of an 
economic recession. The Conservative-appointed chairman of the Arts Council 
from 1982 to 1989, William Rees-Mogg, accepted these restrictions; and, 
reflecting later on his time in the post, stated that he was "very concerned to 
lower arts companies' expectations about funding" .8 
Using both the Retail Price 
Index (RPI) and Average Earnings Index, as well as taking into account other 
factors such as expenditure on the new British Library building, Hewison 
concludes that the Arts Council's grant from the Treasury fell by nineteen per 
cent in the decade from 1979 to 1989 (Hewison 1995, p. 247). The Arts Council 
itself, with figures based on the RPI, showed expenditure at virtually standstill 
levels between 1986 and 1991, and after a rise in 1991/2 and marginally in 
1992/3, a drop in every year up to and including 1997/8 (ACE 2000a, pp. 31-32 ). 
(After the Labour Party won the General Election in 1997, their announcement 
' Frances Gibb, 'Conservatives put accent on private arts patronage', Daily Telegraph, i8"' June 
1979, p. 10. 
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that they would continue to operate the Conservatives' public expenditure plans 
for their first two years in office, which led to a further cut in the Treasury grant 
to the Arts Council in 1998/9, caused widespread dismay in the arts community 
and further afield. ) 
During much of this time local government spending reductions also led to a 
squeeze on the arts. This was due especially to the discretionary nature of local 
council expenditure on culture, which meant that arts funding - already very 
variable across local authorities - was vulnerable when reduced budgets were 
stretched to meet statutory duties. Challans (1991) refers to the "widespread 
gloom" about local authority support for the arts at the time he was writing -a 
situation that included the example of Derbyshire, where the whole of the budget 
for the arts was cut (p. 10); and this trend continued as the decade went on 
(Kawashima 1997a, p. 33). 
The widely-felt effects of these cuts have been documented by many 
commentators. Oliver Bennett counts it as one of the key factors contributing to 
concerns expressed across the arts and media during the late 1980s and early 
1990s, and suggests there was an acute sense of crisis and beleaguennent among 
those working in the arts at that time (Bennett 1995, pp. 199-200). David Edgar 
(1993) concludes that the economic stringency of this period had a direct effect 
on both the content of theatre and on the working conditions of theatre 
practitioners. With regard to the artistic work itself, he points to the decline in 
new plays as a proportion of the total theatre repertoire during the late 1980s, 
from 12% to 7%, suggesting that concerns about maximising box office receipts 
led to a reluctance to programme `risky' new work. (Edgar is not of the opinion 
that the fall in new play production was entirely economically driven. He also, 
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rightly in my view, attributes `safe programming' to the wider ideological drives 
of the Thatcher period. ) 
At the same time the conditions of employment for theatre workers declined. 
Shorter seasons, smaller casts, and more temporary contracts led to fewer and 
more insecure working weeks in the theatre for its workers. Between 1983 and 
1993 there was a drop of 21% in working weeks of actors at regional building- 
based theatres (Feist 1996, p. iv). Smaller casts also of course affected the artistic 
productions. Even performances of Shakespeare's plays by the flagship Royal 
Shakespeare Company (RSC) faced significant reductions in cast numbers. As 
two examples out of many, the RSC performed `As You Like It' in 1977 with a 
cast of 37, and in 1993 with 23; and while in 1963 they presented `Hamlet' with 
a cast of 47, by 1988 it had fallen to 18 (Edgar 1993, p. 455). 9 But also, and 
importantly, the scope of contemporary playwriting was curtailed through the 
imperative to save money by producing new plays with as few cast members as 
possible. As will be discussed more fully in Chapter 4, playwrights, directors, 
and literary managers have all raised the difficulty of writing and producing 
plays about major social issues when casts have to be restricted. The small scale 
can "narrow the writer's vision"10 and, even when a writer wants to, make it hard 
for him or her to "attack the big problems on the scale you'd like". 11 
9 It is worth noting that this information has not always percolated through to other writings in the 
cultural field, perhaps because one of the classic papers on the economics of the arts, Baumol and 
Bowen (1976), predicates part of its argument on the assertion that it is "fairly difficult to reduce 
the number of actors necessary for a performance of Henry IV, Part II" (p. 223). Clearly the more 
recent evidence casts doubt on the claim, but it crops up again in Bennett (1996, p. 10, with King 
Lear as the example) and Quinn (1997, p. 144, with Hamlet) - both authors stating that these 
plays require the same number of actors as they did when Shakespeare wrote them. 
° Robert Hewison, `Case of the disappearing playwrights', Sunday Times, 26th May 1985, p. 41. 
11 Playwright Barry Keefe, quoted in Robert Hewison, `Case of the disappearing playwrights', 
Sunday Times, 26`s May 1985, p. 41. 
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Closely linked to the financial restrictions imposed on artists and arts 
organisations, and part of the same ideological commitment towards commerce 
and the dominance of the market, was the pressure brought to bear on arts 
organisations to see themselves as businesses. Thus, performance targets, 
measurements, mission statements, business plans, (and the concomitant growth 
in administrative, financial and marketing departments) were introduced and 
spread. Bennett (1996) refers to the way in which marketing departments in arts 
organisations became, in the 1980s, "geared far more to [... ] commercial 
imperatives" (p. 11), and utilised methods prevalent in commercial and industrial 
companies. 
The effect of this was to increase the number of management and administrative 
staff in theatres which at the same time were cutting artistic staff: theatre critic 
Lyn Gardner writes that "one of the problems with most regional theatres was 
that [ ... 
] years of crisis had seen the numbers of administrative and marketing 
staff increase, while less and less money was spent on production and 
performances". 12 
Again, such developments continued under the new Labour Government after its 
election in May 1997, with "managerial competence - before achievement, 
artistic understanding or intellectual standing - [being] prized" to such an extent 
that the retiring head of the Civil Service expected a reaction against the 
increasing number of people from business being appointed to cultural bodies. 
13 
12 Lyn Gardner, `You can't market rubbish. Well, you can - but the audience won't come back 
again', Guardian, 27`h September 2000, G2 p. 15. 
13 Martin : ''roe and Richard Brooks, `in Cuitur e's hallo vved halls, it's raining businessmen', 
Observer, 180' January 1998. 
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Alongside and clearly associated with these developments was the emergence of 
the argument for the economic importance of the arts, which some have seen as a 
defensive attempt to protect the arts from both the economic and ideological 
assaults upon them. Studies such as John Myerscough's (1988) set out to show 
that the arts brought economic advantage to society, through providing jobs and 
export revenue, increasing tourism, and encouraging investment through cultural 
regeneration. Such arguments, however valid, were frequently perceived as 
reinforcing the defensiveness of the arts world in a market society. 
In this context, it would be unsurprising if the concerns raised in the 1970s by 
practitioners and others concerned with cultural matters about the role of arts 
workers in policy-making, and particularly the question of representation in the 
arts funding system, might become of lesser importance than that of merely 
surviving (and complying with the new management and marketing 
requirements) in order to try and create some artistic work. 
2.4.2 Shifting the Emphasis from Producers to Consumers 
One of the issues which has run as a thread through British cultural policy is the 
relationship between artists and audiences. The state arts funding system has had 
the twin goals of promoting excellence and increasing accessibility of the arts, 
which in effect means both supporting artists and providing for audiences. 
Achievement of this duality, however, has not always been deemed possible. Roy 
Shaw, Secretary-General of the Arts Council from 1975 to 1983, while arguing 
for doing "both at once", referred to the difficulty expressed by his predecessor, 
W. E. Williams, in fulfilling both aims simultaneously (ACGB 1979a, p. 7). 
Williams had decided to promote excellence above accessibility, to "raise" rather 
than "spread" (ibid. ). Earlier still, in the debates during the transformation of 
88 
CEMA to the Arts Council, this tension had "been almost entirely resolved in 
favour of art and the professional artist" (Hewison 1995, p. 34). 
But the arguments continued, and in the 1980s the emphasis moved more clearly 
towards audiences - or rather, in the terminology introduced in the 1980s, to 
consumers and customers. Richard Luce, Arts Minister from 1985 to 1990, 
argued in a speech in 1987 that those involved in the arts "should make your first 
objective `pleasing the customer' ", and that "the only real test of our ability to 
succeed is whether or not we can attract enough customers. "14 The Arts Council 
chairman at that time, Rees-Mogg, claimed that he was "always convinced that 
arts grants should primarily be a consumer and not a producer subsidy [... ] 
Ought arts funding to be for the artists or for the audiences? When tax funds are 
concerned, I think the justification has to be one of access for audiences' . 
ls 
This change in emphasis from artist to audience was part of a wider alteration 
taking place in society at that time, in which there was a "shift in power and 
authority from producer to consumer", meaning that "the capacity to determine 
the form, nature and quality of goods and services has moved from the former to 
the latter" (Abercrombie 1991, p. 172). In this elevation of the role of consumers 
"no-one else has the right to make decisions in their place; no specially 
privileged social group may challenge their judgements" (Keat et al 1994, p. 3) - 
including the producers of the goods and services that are being `consumed'. 
Richard Luce, speech to the Council of Regional Arts Associations, Newcastle-upon-Tyne, 8`4 
July 1987. 
15 William Ree-3= Yiogg, `Affording &t for all', The Times, 15'h fully 1993, p. 16. 
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There are a number of reasons for this shift. One is that changes in the class 
structure and greater social mobility occurred as a result of the need for more 
highly-qualified workers. The members of this new social sector, with a newly- 
found disposable income, became large consumers of both cultural and material 
goods (Volkerling 1996, p. 200). 
A second reason for the shift, as many commentators (e. g. Harvey, 1990) have 
observed, is that the development of post-Fordism, with its `niche marketing', 
has increased the significance of consumption. With this development, which 
began to emerge in the 1970s, consumers are treated more discriminately than 
before and their purchasing choices given greater prominence. It is important to 
note, however, that the existence of post-Fordism does not mean that the Fordist 
producer-led model has been wiped out: instead the two forms tend to exist side- 
by-side. But undoubtedly consumer choice has become more pre-eminent as a 
result of this change. 
Thirdly, changes in the nature and perception of citizenship have played a part in 
the shift away from producers. In the context of the move towards a market 
society, economic values have become dominant, with individuals being 
considered more as buyers in the market place than as citizens in a political 
sphere. An emphasis on exchange values rather than use values has affected all 
aspects of society and has transformed citizens into consumers, changing "the 
relationship between the providers of public services and those who receive 
them" (Gray 2000, pp. 12-13). 
Thus, at a time when arts producers were attempting to assert their claim to be 
part of the arts policy-making system, a significant change was taking place 
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which down-graded the role of the artist, in favour of audiences. Alongside the 
other developments outlined above, this change would contribute towards both 
an undermining of arts practitioners' attempts to become more involved in 
policy-making, and a reinforcing of the idea that artists had had too much power 
anyway. Nicholas Abercrombie (1991) illustrates his argument by way of the 
publishing industry, suggesting that aesthetic considerations - formerly the 
criteria on which publication was decided - have been superseded by concerns 
about selling the product, and about how it will appeal to its potential audience 
(Pp. 174-177). He goes on to suggest that as a result of the shift from producer to 
consumer, a corresponding change takes place within organisations, which 
involves a decrease in the influence of those people "directly concerned with 
production", and the concomitant increase in power of marketing and finance 
departments within companies (Abercrombie 1991, p. 177). Edgar (1999) notes a 
similar development in the restructuring of the BBC, suggesting that a 
"fundamental aim was to shift power from the setter-uppers [the producers] to 
the putter-outers [BBC Broadcast], and thus to tame the creative pretensions of 
supposedly elitist producers on the public's behalf' (p. 16). 
We have already seen (above, 2.3.1), how the marketisation of the arts led to the 
greater influence of the administrative side within artistic organisations. This 
shift was not only confined to arts organisations themselves but to the arts 
funding system too: the producers of the arts lost out in influence over policy- 
making because of the increased emphasis in the system on the management and 
measurement of the arts. This is evident in the increase in the number of business 
people on the Arts Council's governing body, from 5% in 1946 to 26% in 1993 
(Gray 2000, p. 129). It is also reflected in the increased number of marketing and 
management staff working at the Arts Council, and the perception that, after 
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1979, "the artform departments were effectively demoted in the command 
structure" (Witts, p. 442). 
There were other developments, too, that had actually begun towards the end of 
the 1960s but whose impact was intensified or transformed in the 1980s and 
1990s by the developments outlined above. One of these other aspects of the 
changed emphasis away from producers to consumers can be found in the 
elaboration of critical theories about audience interpretation and reception. These 
put forward the view that the artistic product is not the sole creation of the artist, 
but the result also, even instead, of responses and interpretations by audiences, 
viewers and readers (cf. Wolff 1993, pp. 95-136, for an account of these 
approaches). In these theories of interpretation, some writers still argue for the 
artist/author's ascendancy in providing the meaning of the work of art. However, 
others propose a model in which equal status is given to all interpretations of the 
art work, of which the original creator's is only one - thus reducing the idea of 
the individual creator to "the level of an obsolete, romantic curiosity" (Duelund 
1998, p. 109). At the extreme of this argument, Roland Barthes (1977) declares 
the "death" of the author, arguing that a text does not have a "single `theological' 
meaning (the message of the Author-God)" (p. 46); and that its multiple sources 
and meanings come together only in the reader of the work. Thus, "to give 
writing its future [... ] the birth of the reader must be at the cost of the death of 
the Author" (p. 148). Janet Wolff (1993), assessing these theories of cultural 
reception, comes down in favour of a sociological approach which "must include 
a theory of the artistic subject" (p. 123), in which the artist "retains a central 
relevance" (p. 136). Nevertheless, the general thrust of these approaches is to 
emphasise the significance of the audience/reader/viewer and diminish the role of 
the artist in the production of the art work. 
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In the theatre this theoretical approach was evident in the development of 
performance art, experimental theatre and multi-media performance, which 
deliberately attempted to question the boundaries between artist and audience; 
and - less directly - was reflected in the collectively devised, and `verbatim', 
plays of many of the alternative and political theatre companies which emerged 
from the late 1960s. 
Some of the experimental theatre companies and performance artists were 
closely influenced by these theories. The work of these artists was deliberately 
aimed at disrupting the centrality of a single text and a single author, presenting 
multiple and ambiguous meanings, and elevating in importance the contribution 
of the audience. Companies like the Wooster Group brought together extracts 
from plays with sounds, film, and images, in their productions; while The 
Performance Group "advocated a participatory theatre in which the transactions 
between audience and performer, and the relationship of performance to text, 
would be redrawn" (Kaye 1996, p. 155). In his examination of the work of some 
experimental theatre practitioners from the late 1960s to mid-1980s, Nick Kaye 
writes: "[Richard] Foreman observes that `structure is always a combination of 
the THING and the PERCEIVING of it', while [Michael] Kirby, similarly, does 
not understand either the work or its structures to exist in any way independently 
of a process of negotiation with the viewer" (Kaye 1994, p. 48). 
The work of the political theatre groups derived from an outlook which was anti- 
authoritarian, sometimes socialist, and usually committed to collective activity in 
opposition to individualism. It led frequently to productions which were devised 
by the whole theatre company together, and which drew on the experiences, and 
even the verbatim words, of communities with whom the companies were 
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working and who would then form the audiences for the productions. The 
resulting plays were thus the product of a combined contribution of artists and 
community. 
While these developments in experimental and political theatre did not, for the 
most part, explicitly refer to the theoretical approaches to audience reception and 
interpretation, they clearly ran parallel to them in their displacement of the 
artistic worker as a central figure. 
It is worth noting here that these changes had particular consequences of 
relevance for the subject of my case study. Playwrights were especially affected: 
displaced as the sole author by multi-media performance pieces, by collectively 
devised plays, and by verbatim theatre whose content was the words of people 
other than the writer. Alongside the positive features of such developments, the 
detrimental effects on the role of the individual writer caused some concern. 
Irving Wardle, writing in the Times in 1982, drew attention to the Royal Court 
Theatre's philosophy that `the writer leads', which, he said, "no one has seriously 
disputed for the past 25 years", but which was now "waning" as a result of these 
changes. 16 The British playwright David Edgar was among those who raised 
questions about the impact of such developments, noting that the widespread 
practice of devising among small-scale theatre companies had led to a 
consequent reduction in the number of plays written directly by playwrights 
(1993, p. 452). Edgar had been one of those involved in a sold-out session 
debating the issue, organised by the West Midlands branch of the Theatre 
Writers' Union at the Birmingham Readers and Writers Festival in 1991. Not all 
16 Irving Wardle, The playwright as path Inder', 7 -he Times, S`" December 1982. 
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playwrights took this viewpoint, including some members of the West Midlands 
TWU. Nevertheless, there was a strong thread of concern, which was still 
prevalent enough in 1998 for one of the Regional Arts Boards to refer to it in its 
policy statement on new writing; although it also rejected the idea that the 
existence of devised work should mean the demise of the playwright (South West 
Arts [1998], p. 3). 
Thus, a number of currents, both theoretical and practical, were contributing to a 
similar conclusion: that arts practitioners were not as central to the production of 
art works as they had previously been felt to be, and so no longer held a 
privileged position in it. Such a view would understandably reinforce the weak 
position that arts practitioners as a whole had in relation to being represented in 
cultural policy-making, as well as justifying the perception that those few artists 
who did hold influence were undeserving of the position. This is not to say that 
these different strands were always consciously connected by participants in the 
arts world, but that a number of important developments were all tending towards 
the same conclusions. Sometimes, though, these connections were made by 
practising artists: Graeme Rigby (a writer and performer himself), when 
interviewing theatre practitioners in the north for a report on playwriting in the 
region, noticed "a significant move away from viewing the playwright in the role 
of `primary creator"', and went on: "Post-modernism has [... ] arrived in the 
North and with it, an active suspicion towards the idea of the `authority' vested in 
the written word" (Rigby [1995], p. 5) 
2.4.3 Undermining Professionalism and Trade Unionism 
Another key aspect of the perception and understanding of arts practitioners in 
this period is related to their position as professionals. This is a complex issue, 
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with a number of facets relevant to practitioners' role in policy-making, 
including their own sense of identity as professionals, the perception of others as 
to their role and identity, the resources and back-up they have access to, and their 
ability to organise around their interests. 
From the beginning of its existence the Arts Council's focus was on professional 
artists, rather than amateurs. In its report of its first decade the Council stated 
that "The achievement and preservation of standards in the arts is, primarily, [... ] 
the role of the professional" (ACGB 1956, p. 11). The role of amateurs was seen 
as being limited to `diffusing' those arts produced by the professionals; and since 
the Council's Secretary-General, W. E. Williams, had already argued for a 
concentration on standards rather than diffusion (ACGB 1953), the priority was 
clearly for the professional in the field. 
As a result, the emphasis of the arts funding system as a whole in the ensuing 
decades continued to be on professionals, with amateurs being recognised for 
funding only when they collaborated with professional artists (Hutchison and 
Feist 1991). Local authorities gave more attention to amateur arts, but the bulk of 
their spending still went towards professional organisations. '? 
17 Although the distinction between professionals and amateurs is commonly made, there is in 
practice often a blurring between the two. Ruth Towse (1993), writing about singers in Britain, 
refers, to the "interaction" betw. ween professional and amateur singers, and remarks that "on 
occasion these groups overlap to the extent that it is not an easy task to clearly define the 
boundaries between them" (p. 2). Hutchison and Feist (1991) broaden this observation to all 
artforms, describing amateur and professional arts as "intertwined and interdependent", on a 
"continuum or spectrum of ambition, accomplishment and activity", rather than with a clear 
division between the two. 
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The exact definition of what makes a professional artist is, however, somewhat 
complicated. 18 Ruth Towse (1996), surveying research on the economic position 
of artists, refers to studies in which a variety of criteria have been used in an 
attempt to define precisely what an artist is, and some of these are specifically 
germane to a conception of the artist as a professional. They are professional, 
arts-related, qualifications; earnings from work in the arts; and membership of a 
professional body or trade union. 
Of particular relevance to the role of arts practitioners in policy-making, and to 
the arguments put forward for more representative involvement, is the issue of 
membership of professional bodies and trade unions. Although there are 
differences between trade unions and professional bodies (cff, for example, 
McGuigan 1981, p. 36), both types of organisation have relevance for the 
argument here. Organisations like the Musicians' Union and the Theatre 
Writers' Union have operated as trade unions, negotiating pay and working 
conditions with employers. However, others, such as the Incorporated Society of 
Musicians, restrict membership along the lines of a professional body, admitting 
only those with professional training or with evidence of previous professional 
employment in the field. It is also possible for organisations to combine features 
of both categories, as do Equity and the Writers' Guild of Great Britain 
(although, as will be discussed further in later chapters, it was the distinction 
between the two categories that became significant at various times in the 
relations between the Theatre Writers' Union and the Writers' Guild). 
19 This is partly as a consequence of the blurring between professional and amateur status, but 
also because of the precarious and multi-faceted nature of employment in the arts (with many 
artists engaged in several, strands of employment at the same 
time, and not all of them in the arts). 
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In the debates for greater representation of practitioners in the Arts Council, 
artists' trade unions and professional associations fulfilled two roles: as bodies 
from which representatives might be elected in order to bring more democracy to 
the decision-making process, and as organisations which had the resources and 
status to pursue and promote an argument for greater practitioner involvement. 
Thus, the 1967/8 House of Commons Estimates Committee recommended that 
the Arts Council should work with "the bodies representative of artists" to 
investigate how artists could be "more fully and directly represented" in the Arts 
Council (pp. xv, lix); and organisations like the Writers' Guild of Great Britain 
and the Society of Authors were cited as examples of where representatives 
should be drawn from (e. g. Williams 1979, p. 170). At the same time, artists' 
trade unions and professional bodies themselves contributed to the debates about 
participation in decision-making. Equity, for example, as we have seen, was one 
of the bodies arguing for greater representation in the Arts Council in evidence to 
the 1948/9 and 1967/68 House of Commons Estimates Committees, and also 
gave evidence to the Arts Council's working party on organisation (ACGB 
1979b, p. 83 ). 
However, one aspect of the Conservative governments' monetarist programme of 
the 1980s and 1990s, which also affected the arts world, was their deliberate 
restraint of trade unions and the undermining of professional organisations. 
While the main focus of the Conservatives' attack on work organisation was the 
traditional, manufacturing trade unions, professional bodies were certainly not 
immune to criticism or change, and both approaches had an impact on workers in 
the arts. A wide range of practices in public services, particularly in education 
and health, were challenged by successive Conservative governments, and these 
included the way in which the workers involved were trained, how they 
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perceived themselves, and the ways in which they organised themselves 
professionally. 
Such changes also affected arts practitioners' professional and trade union 
bodies. Organisations like Equity and the Musicians' Union for example, had for 
many years conducted a policy of a `closed shop', maintaining a very tight entry 
to the profession through the rationing of the union's membership card, and 
negotiating minimum rates of pay and limitations on numbers of hours worked. 
But the closed shop was made illegal by the Conservative government in 1990, 
and the economic recession weakened the position of trade unions and 
professional bodies in defending their members' pay and conditions. 
The prevailing atmosphere of hostility from government in the 1980s and 1990s 
towards trade union and professional organisation and ethos would thus have 
contributed to an undermining of professional identification among arts 
practitioners, and added to the perception that they were not entitled to argue for 
greater representation in policy-making, especially collectively. 
2.5 Conclusion 
It can be seen that the issue of the role of arts practitioners in policy-making has 
been a continuing thread in debates about cultural policy in Britain since the 
Second World War. While the emphasis in the Arts Council charter on high 
standards in professional arts tended to put arts organisations at the centre of 
concern, artists as a whole were not generally involved 
in the key decision- 
making, and indeed there was a general suspicion about the participation of 
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practitioners in both policy-making and implementation, particularly concerning 
the distribution of funds. The demands for greater involvement, which emerged 
in the 1970s, were largely resisted; and, under the impact of monetarism and as a 
result of shifts in both theoretical and practical perceptions of the role of the 
artist, arts workers found themselves operating in a radically different situation. 
Clive Gray suggests that, other than "a brief phase in the mid-1970s", demands 
for involvement "have always been muted" (Gray 2000, p. 111). But my case 
study research shows that, under the impact of the restrictions and demands of 
the political and economic changes of the 1980s and 1990s, at least in the theatre 
sector, there was instead a gradual change in focus by practitioners. Rather than 
concentrate on demands for direct representation on Arts Council bodies, artists 
worked to achieve change by negotiation with arts funders (and employers) 
through developing their own organisations. For although the developments of 
the 1980s and 1990s changed both the discourse and the material conditions of 
the environment in which arts workers were seeking to have influence, they 
certainly did not remove the need for that influence. 
Firstly, the effects of funding cuts and the changed ideological climate continued 
the impetus among arts practitioners to make demands for improved conditions 
for their work; while, secondly, the campaigns of the 1970s had not resolved the 
difficulties they faced in making those demands heard. Thus, a seminar held by 
the National Campaign for the Arts (NCA) in 1994 on `The Future for the Arts 
Council' resulted in proposals that suggest that the concerns of the 1970s were 
still very much alive. In its report of the seminar the NCA puts forward -four 
important areas for the Arts Council of England to address", including "a 
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commitment to openness and to genuine accountability, [... and] consultation 
with arts practitioners" (NCA 1994, p. 1) 
So although the developments of the 1980s and 1990s closed down some 
important openings for arts practitioners to become more involved in policy- 
making - particularly in relation to their representation on the Council, panels 
and committees of the arts funding system - they did not prevent them from 
seeking to affect policy, and of organising themselves to do so. The second part 
of this thesis looks specifically at what happened in the area of new writing for 
the theatre, particularly with the development of playwrights' organisations and 
their attempts to influence the policies of both the arts funding system and the 
practices of theatre managements. But first, the next chapter considers why these 
issues are significant, and why it matters whether practitioners take part in 
making policy about the arts. 
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Chapter 3 
A Framework for Participation 
The aim of this chapter is to develop a theoretical understanding of the issues 
surrounding the question of practitioners' involvement in policy-making; and 
thus to explore the question of why practitioner participation is, or should be, of 
any interest and significance in cultural policy. 
The chapter approaches this from two angles, considering how practitioners are 
(and could be) involved - i. e. the processes of involvement; and why they are (or 
should be) involved in policy-making - the principles of involvement. The 
discussion of how they contribute to policy-making focuses on a range of ideas 
about democratisation, particularly arguments about representative and 
participatory forms of democracy, and on the notion of governance; while the 
question of why they might be involved considers theories of civil society and 
some issues of power. Clearly, the practicalities and principles of participation 
are closely intertwined. The distinction here is being made to allow for a detailed 
and focused exploration of both aspects. The following discussion encompasses 
both a general consideration of these issues and concepts, and their applicability 
to cultural policy. 
Before going further it is important to acknowledge and clarify a point about the 
outcome of the policy-making process. It may be assumed that the purpose of 
questioning the ways that policy is made is to ensure that decisions are more 
robust and their implementation improved. This is indeed one of the aspirations 
in literature examining democratisation in a range of policy areas (Burton and 
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Duncan 1996, Gaster 1996) as well as in discussion on democracy more 
generally. It is also cited as one of the objectives of consultation in government 
documents (e. g. Audit Commission, [1999]). However, Paul Burton and Sue 
Duncan warn that such aspirations may be founded on an untested assumption 
about links between innovations in democratic participation and the resulting 
policies (pp. 12-13). Indeed, the Audit Commission points out that almost 
seventy-five per cent of surveyed local authorities "failed to link the results of 
consultation with decision-making processes" (1999, p. 8). 
Interestingly, much of the literature on democracy and democratisation focuses 
on the principles of involvement rather than on its effect on policy. David Miller 
argues explicitly that attention to the quality of democracy in the decision- 
making process is at least as significant as the quality of the decisions themselves 
(Miller 1993, p. 90). And David Wilson is of the opinion that changes of 
procedure, in which there is wider involvement in decision-making, do not in fact 
alter outputs: "it is rather a matter of a difference in processes" (Wilson 1998, 
p. 91). He goes on: "The crucial point is that opportunities for participation, one 
of the fundamental values of [... ] democracy, should exist" (p. 109). 
One of the reasons for this emphasis is that - as discussed further below - there 
has been widespread concern about shortcomings in a range of democratic 
processes; and these weaknesses and obstacles have served to influence the terms 
of the debate so that attention has been especially focused on the principles and 
practices of participation. The purpose of my thesis is not to set out to prove or 
disprove a hypothesis about links between participation and quality of output and 
outcome in cultural policy; but rather to examine what the role of practitioners 
in 
cultural policy-making is, how that role is actually perceived, what the 
issues and 
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problems surrounding their involvement are, and what is the rationale for that 
involvement. The quality of decision and effectiveness of implementation is part 
of that examination, but it is not the main impetus for it. 
Nevertheless, it should be noted that one of the reasons behind the demands for 
better practitioner representation in the arts funding system was the perception 
that poor policy was being produced without it. That this might well have been 
the case is borne out by the observation by one of the chairmen of the Arts 
Council, Rees-Mogg: 
"I never thought [... ] that we actually had the proficiency to make very 
discriminating artistic judgements [... ] the senior people on the Council had to be 
generalists. They were dealing with some arts of which they had no full 
understanding. My discernment of ballet was so negligible that provided the 
people didn't actually fall off the stage I didn't know whether they were doing it 
properly or not" (Witts 1998, p. 417). 
In a similar vein, Charles Landstone, a drama director at the Arts Council, gave 
the opinion that "from the moment that the power of the Drama Panel was 
reduced by Lord Keynes in 1945, each successive Drama Director has had to 
struggle with a Council of which only a minority had any understanding of 
theatre problems" (Hutchison 1982, p. 63). 
An alternative view was put forward by Hugh Jenkins M. P. when he was a 
member of the Arts Council (he later became a Minister for the Arts in a Labour 
Government). In a House of Commons debate in 1970 he argued that many of the 
criticisms made against the Council "arise not from the Council and the panels 
being very often wrong [... ] but because they are right or thought to be right in a 
remote and superior sort of way [... ] and we poor 
devils out in the sticks have no 
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say" (Jenkins 1979, p. 73 ). This view, then, echoes the point made above that to a 
great extent it is the process employed in the formation of policy that matters, 
and therefore if there are shortcomings in that process they should be improved 
even when the policy itself is considered to be satisfactory. 
Nonetheless, the effect of wider participation on the quality and effectiveness of 
the resulting policies needs to be considered: further discussion of the impact of 
practitioner involvement is taken up in Parts II and III of the thesis. This chapter, 
meanwhile, is concerned with the procedures and principles of that involvement 
in the policy-making process. 
3.1 Processes of Involvement 
It is frequently acknowledged (Stewart et al 1994, Wheeler 1996, Barber 1998, 
Roniger 1998) that the spur to questioning the processes of policy-making is a 
recognition that the current systems of democracy are failing in some way. 
' In 
the cultural field, as we have seen in the previous chapter, arts practitioners - 
ever since the introduction of state subsidy in 1945, and particularly from the late 
1960s - have been critical of the scope 
for, and structures of, participation in 
policy-making. 
Although it is often referred to simply as `voter apathy', the disengagement of people from 
democratic activity and the shortcomings of democratic structures and practices are 
in reality 
more complex. The failures noted in recent years include not only 
declines in voting participation 
L L/ 
in elections, but also the distance felt by citizens from their governing 
bodies, whether at local, 
national or European level (European Commission. 
2001); the inability of publicly funded 
programmes to provide services adequately and to achieve social 
inclusion (and particularly the 
alienation and disempowerment felt by users of such services) 
(Alcock et al, 1996); and 
deficiencies in the conduct and functioning of public bodies and semi-public quangos (Burton 
and Duncan, 1996). 
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Coinciding with these perceptions and experiences of disengagement, the 
political, social and economic changes of the 1980s (cf. Chapter 2) have led to an 
increased emphasis by government on the consumer (Barnes et al, 1996) and 
therefore on partnership in service provision (wherein a range of private and 
semi-public bodies provide social services in a variety of joint arrangements with 
local or national government). These democratic concerns are thus also situated 
within a wider discussion about `governance', by which is meant an alteration in 
the structure of government whereby other agencies are involved in formulating 
policy, as well as delivering services, alongside elected governments. Such 
agencies are likely to include voluntary and community-based groups, 
professional and labour organisations, self-help groups, non-statutory providers 
of services, and commercial organisations. A particular feature of their 
involvement is that they operate as networks of organisations, along with 
government bodies - "tied together by policy and resource dependencies upon 
each other" (Gray 2000, p. 169). H. K. Colebatch describes it as a process in 
which negotiation takes place among the participants "to knit together agreed 
courses of action" (Colebatch 2002, p. 78). 
The term `governance' has become increasingly prevalent during the 1990s, and 
has been applied to all levels of government from local to international. It has 
been interpreted slightly differently by various commentators (Adshead and 
Quinn 1998, pp. 210-211); and although of course the word is not new itself, it 
has been given a new "distinctive"2 use which is generally regarded as indicating 
a significant shift in government organisation and ideology. 
[Editors], 'Welcome to Local Governance', Local Governance Vol. 24, -No. 1,1998, p. 1. 
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These changes and criticisms have led to a range of proposals and experiments in 
new forms of democracy, and to discussions and comparisons of these and the 
more established methods. Indeed, it has been noted that "a remarkable feature of 
recent decades has been [... ] the pace of democratization and the way it has 
affected even the established as well as the aspirant democracies" (Campbell and 
Burnell 1994, p. vi). Where they have already been tried out, these methods have 
been undertaken and advocated by non-statutory organisations as well as by 
government bodies (Stewart et al 1994, Barber 1998). The alternatives put 
forward include both those which attempt to modify and extend existing 
approaches, and those which are aimed more at complementing existing methods 
with radically different ones, such as citizens' juries and deliberative debates. 
The latter are described by Miller as an approach "whereby initial preferences are 
transformed to take account of the views of others" and in which emphasis is 
placed on "a person's capacity to be swayed by rational arguments and to lay 
aside particular interests and opinions in deference to overall fairness and the 
common interest" (1993, pp. 75-76)). It is a view of democracy "as a mechanism 
that changes preferences through public discussions" (Habermas 1996, p. 337). 
Although some of these proposals for improving democratic and decision- 
making processes are primarily focused on enhancing individual citizenship, it 
should be clear that many of them require or encourage the involvement of 
organisations and individuals with professional expertise, including providers of 
services, professional bodies, and self-help groups. Taken together they offer a 
context in which questions of practitioner involvement in cultural policy-making 
can be considered, as well as opportunities for that involvement to take place. 
Some of the consultations undertaken in the cultural field, which are discussed in 
more detail in Part II, have provided such opportunities for wider participation. 
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Mostly, these fall in the category of extending existing methods; for example, by 
adding a stage of consultation into a decision-making process. Occasionally 
attempts have been made to introduce a new approach, such as the National Arts 
and Media Strategy debate of the early 1990s, which aimed to stimulate 
discussion on a major scale across a range of cultural policy issues. 
The relevance to cultural policy of these points about democratisation can also be 
traced in the debates around participation outlined in the previous chapter, where 
arts practitioners have been critical of the way the funding system was organised 
and how policy was made; and, as a result, put forward proposals for changes in 
the system. These included calls for wider membership of policy-making bodies, 
more transparency in decision-making processes, and the establishment of new 
policy-making forums. Arts practitioners, as will be seen in Part II, have 
participated in the consultation structures set up by the arts funding system, as 
well as initiating their own debates and activities in order to influence policy- 
making. There have also been instances where, through their professional 
associations and self-help groups, and in their arts institutions, they have been 
involved in the kind of networks of which governance is constructed. 
3.1 .1 
Issues in the Processes of Involvement 
Several important issues are thrown up by these developments in democracy and 
government, and they have led to discussion of the limitations and problems of 
specific measures and, more broadly, to debates about the advantages and 
disadvantages of participatory and representative forms of democracy. It is 
important to say here that, although the distinction is often made between these 
different forms of democracy, at the same time there is a recognition that there is 
a sharper distinction to be made between democracy of any 
kind and anti- 
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democratic forms of government (Budge, 1993). Further, some of the proposed 
innovations which are categorised by some as participatory democracy are seen 
by others not so much as alternatives to, but as ways of complementing and 
extending, representative democracy (Stewart et al, 1994). 
Another response to the shortcomings of representative democracy is to suggest 
the use of direct democracy, in which everyone has a vote. 3 While some 
observers would include direct democracy within the `umbrella' of participatory 
democracy, Barbara Jeffrey argues for a distinction between the two, describing 
the latter as "hover[ing] somewhere between" representative and direct 
democratic fors (Jeffrey 1997, p. 25). Because direct democracy remains largely 
at the level of ideas and aspirations, this chapter concerns itself primarily with 
the concepts and practice of representative and participatory democracies. 
There are several problems and issues that emerge from these proposals and 
discussions of government and democracy. These are discussed broadly in the 
following sections, and more specifically through the case study in Part II. They 
concern matters of information and knowledge; selection and representation; 
resources, recognition and influence; consultation and agreement; and special 
interests and the `common good'. 
3 Direct democracy has only rarely been practised since its most developed - but nevertheless 
circumscribed - appearance in ancient 
Athens. But the convergence in the 1990s of new 
technology in communications with the increased interest in different forms of democracy, has 
led some commentators to suggest that direct participation, even 
in the complexity and large scale 
of the modern world, has become more possible (Budge 1993, Barber 1998). They propose, for 
example, that debates could be held through the 
internet and live meetings linked up 
electronically. As yet, such innovations are still 
largely theoretical, although some experiments 
have been undertaken, mainly in the United States. 
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a) Information and Knowledge 
One of the arguments against wider participation in policy-making is that it 
might involve people who are not experts in the field and who will therefore have 
difficulty in understanding and in making informed decisions, leading to poorly 
made policy. The view that experts are required finds its reflection in cultural 
policy. For example, the emphasis on leading names in the arts world for 
membership of the Arts Council that was noted in Chapter 2, and the selection of 
senior staff of established arts organisations for arts inquiries, can be seen partly 
in this light. There is a connection here with the notion of `resource rich' 
organisations, which was discussed in Chapter 1, where the possession of 
expertise and information is among the attributes that make those organisations 
influential in policy-making. 
The argument for sufficient knowledge and information can be answered in a 
number of ways. Firstly, there is no evidence that those chosen to sit on policy- 
making bodies are necessarily always more informed than their un-selected 
colleagues, and might in some instances be less so. It is clear, for example, from 
the quotes given earlier in this chapter that, far from being experts in their field, 
members of the Arts Council were considered by both a chairman and one of 
their officers, to be generally lacking in the required expertise. In the 1960s and 
1970s, as indicated in Chapter 2 above, some of those sitting on the Arts Council 
and its panels also knew little about significant new developments in their 
artform. Similarly, during the Arts Council's Theatre Review in 2000, 
practitioners in small-scale touring companies and from arts centres were 
concerned that the inquiry working group was not sufficiently aware of the 
realities of working in these parts of the theatre sector. 
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Secondly, the argument for prior expertise is also countered by writers drawing 
on evidence from developments such as citizens' juries and deliberative debates. 
Some of these experiments have shown that where lay people have sufficient 
access to information and arguments, they increase their knowledge and 
understanding to a point in which they are competent to make a considered 
judgement about the matter before them (Budge 1993, Stewart et al 1994). This 
is also one of the findings of Frey and Pommerehne's study of Swiss referenda 
on arts issues, in which voting was preceded by (sometimes very intensive) 
discussion (Frey and Pommerehne 1995, p. 63). 
Wider participation in cultural policy-making need not, therefore, be ruled out 
simply from a perceived lack of information and experience. What is required is 
firstly a broader and more open approach towards potential participants by those 
with responsibility for public policy, so that unfounded or untested assumptions 
are not made about their knowledge and understanding. Secondly, mechanisms 
could be employed by which participants can be provided with sufficient 
information to tackle complex issues along the lines of the `hearings' and 
deliberations of citizens' juries. Both these measures could help to widen the 
range of individuals and organisations drawn into the policy process, and should 
also lead to richer discussions and better informed decisions. 
b) Selection and Representation 
A key question in debates about democratic structures and processes is that of 
representation. Criticisms of representative forms of democracy are based on the 
distance that is said to be created between electors and their representatives, and 
the passivity that it engenders in the majority. One response to this perceived 
shortcoming is the creation of new forums, or the introduction or extension of 
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consultations. But the problem with these solutions is that the mechanisms for 
eliciting participation are either the selection of participants (by those seeking 
their views) or self-selection (by the participants themselves). Neither are 
satisfactory, and neither really answer the criticism that there is a gap between 
those participating and the communities or interests of which they are a part. 
In the case of selection, exclusion is still often practised, because not all those 
concerned with a particular issue or field of interest may be given the opportunity 
to be involved in the participation process. My research in playwriting policy has 
found that theatre practitioners informed about new forums, debates or 
consultations taking place in the cultural field are inevitably limited in number or 
scope by the knowledge of the officer drawing up the list, or by a circumscription 
such as invitations being extended only to grant recipients. Moreover, those 
invited to participate in more significant capacities (for example as speakers at a 
forum, or sitting on a working group) tend to be organisations and individuals 
that are `resource rich', or could be categorised as insider groups with `privileged 
access'. As will be illustrated in later chapters, arts practitioners have expressed 
concern at the narrow range of people chosen to sit on inquiries and working 
groups, and at the way they perceive the views of some arts organisations - 
usually the larger, more high profile ones - as being more influential than others 
in consultations. 
In any arrangement where some participants are held to be representative of 
others, the question arises as to whether such representation is meaningful. 
Jeffrey (1997) cites the example of situations where one person is expected to 
speak for a number of community groups, who may or may not be in close 
contact with each other. There have been similar occurrences 
in the cultural 
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policy field: one or two theatre directors, for example, being expected to 
represent subsidised theatres `in general' in a formal theatre inquiry committee. 
In this capacity they may be expected to be speaking for parts of the theatre 
sector with which they have very little contact (many repertory theatres, for 
instance, do not have close relations with small touring companies). 
This difficulty of representation does not go unrecognised by those seeking the 
views of arts practitioners. One of the local authority arts officers interviewed for 
this research was quite clear that within the networks of theatre organisations he 
dealt with, even though the groups worked well together, "there's a massive 
variation of opinion and differences about how they should go about things and 
what they should say. So [... ] depending on who you talk to, you might get a 
different response". 4 Nonetheless, he went on to say that while obtaining a 
"collective response" might be difficult, "you have to try". 5 
Self-selection among participants operates both in the more conventional 
consultations and in some of the new structures introduced in recent years, 
where, for example, local authorities set up open meetings to discuss specific 
issues. In Birmingham, for instance, such meetings have been arranged to 
consider priorities for the Council's annual budget. In these instances, invitations 
were extended to any interested groups and individuals. The authorities might 
have heard a wider range of views than they would otherwise, but in fact those 
views are little more than the expression of those attending the meetings. They 
cannot be held to be representative of any wider constituency, though they may 
be presented as such. Extensions of democracy such as these need to be regarded 
I Interview by the author, May 1999. 
5 Ibid. 
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carefully, and not credited with more authority or effectiveness than they justify. 
For instance, concern was expressed by the Regional Arts Board, and by some 
arts organisations in Birmingham, that culture would not feature highly at the 
City's open budget meetings unless it was raised by arts practitioners themselves. 
The fact that without the attendance of arts workers this item could have been 
omitted from proper consideration indicates the problem involved in this sort of 
open, but unrepresentative, consultation. 
Another point of concern about representation relates to circumstances in which 
the consulted organisations are themselves not sufficiently representative of their 
community. This issue takes on particular dimensions when it is focused around 
points of social discrimination such as class, gender, and race. The Theatre 
Writers' Union, for instance, debated internally at various times in its history 
about whether it was dominated by white middle-class males, and whether it 
could represent fully, or meet the needs and experiences of, those writers who did 
not fall into this mould. 
A further issue concerns whether the person delegated to represent his or her 
organisation on another body or at an event is properly able to speak for the 
organisation's members. Jeffrey refers to representatives who may be unwilling 
or unable to consult with their own members, and therefore end up by presenting 
only their own individual views on any committee or working party on which 
they sit. The `unwilling' are those she describes as "not [... ] keen to share 
information and therefore power" while the 'unable' are affected by 
circumstances such as lack of time for consulting with other members (1997, 
p. 28). 
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These issues require much more consideration by arts funders, practitioners, and 
cultural policy researchers, if more democratic ways of reaching decisions are to 
be developed. 
c) Resources, Recognition and Influence 
Chapter 1 considered the importance of resources and recognition in the 
influence which individuals and organisations might have on policy deliberation. 
Within the context of the discussion in this chapter on democratic forms, the 
perceived status of an arts organisation is likely to be relevant in most of the 
structures being considered, where selection or self-selection are applied. Thus, 
in consultation processes the views of those who are `resource-rich' may have 
more influence; while such organisations and individuals are also more likely to 
be invited to participate in working groups and advisory panels, and to contribute 
to policy debates. As will be seen in more detail in Part II, the perception of this 
influence by those not so favoured can lead not only to resentment amongst 
practitioners, but also to their alienation from consultative procedures. It is 
therefore important for the established policy-makers to take steps to ensure that 
their consultations are genuinely accessible to all those concerned with the issues 
under discussion. At the same time, as already suggested in Chapter 1, arts 
practitioners themselves can work to increase their profile and their relations with 
funders and local government. 
d) Consultation and Agreement 
Chapter 1 referred to the distinction between access and influence made by 
William A. Maloney and his fellow authors. The difference that they pinpoint is 
related to the resources of the groups involved, with those who are `resource- 
rich' having sufficient influence to be involved in bargaining that is more likely 
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to have an impact on policy. The difference between access and influence also 
relates to another key issue raised by commentators, which is the stage at which 
participation takes place, and therefore whether participants are able to contribute 
not only to the deliberation process but also to the actual decision-making. This 
is partly linked to whether participation is an after-thought to the policy-making 
process or is more integrally bound into it. Jeffrey (1997) suggests that the 
`bolting on' of participation leads to lack of real influence, with the real decisions 
being made outside the meetings in which the participants are involved - either 
in "preceding horse-trading" (p. 27) or, as I found in my research on theatre 
writing policy, at various stages after the consultation. 
Even where participation is written into the process it does not necessarily lead to 
decision-making powers. The DCMS guidance on local cultural strategies (2000) 
insists that consultation should be an integral part of the procedure for 
developing such strategies, to the extent of being required at two of the seven 
stages of development. The final decisions, however, still rest with local 
government. It can be argued that this should not be a problem when the bodies 
making the policy decisions are elected, as local councillors are. Provided that 
participation in such consultations is fairly and effectively organised, the final 
policy decisions should be the responsibility ultimately of those who have been 
elected to office. The sympathy expressed by Brian W. Hogwood and Lewis A. 
Gunn towards the top-down approach, noted earlier in Chapter 1, is precisely "on 
the grounds that `those seeking to put policy into effect' are usually elected" 
(Hogwood and Gunn 1984, p. 207). However, local government cultural policy is 
generally prepared by officers, not elected members; and councillors themselves 
are often far less knowledgeable about the arts than their officers. 
So while in 
theory the effectiveness of consultation is not diluted by the final decision being 
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in the hands of elected councillors, in practice those consulted might have less 
confidence in the decision-makers and therefore still feel that they have only 
access, and not influence. 
This is also likely to be the case when the decision-making body is a selected 
one, such as the arts funding quangos. In a system where the governing members 
are appointed, especially on a basis that is considered doubtful by observers and 
participants, the criticism that views gathered at the consultation stage lack 
influence may become more vocal. It is beholden on the policy-making bodies in 
these circumstances to give full consideration to the views they have solicited in 
their consultations, and to make clear the ways in which they have done so and 
the reasons for either taking up or rejecting suggestions. 
My research into playwriting policy has found many instances where 
practitioners felt that their ideas - carefully considered and contributed to the 
consultative debates - had just been ignored in the final report or policy 
document. There is more likelihood then that demands will be made for 
practitioners to have a say in the decision-making stage of the process. Whether 
this should be made possible relates to the question considered next. 
e) Special Interests and the `Common Good' 
One of the issues that persistently emerges in considerations of different forms of 
democracy, and which is closely connected to the questions of representation 
discussed in (b) above, is that of whose interests are being presented and 
defended in a particular debate or structure, and how sectional interests relate to 
any notion of a `common good'. While the earlier section (b) was focused on the 
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mechanisms of representation, my concern here is with a wider philosophical 
point. 
The concept of the common or public good is one that recurs in many writings on 
democracy - it is the idea that some things are of benefit to society as a whole. In 
a democracy it is expected that the decision as to what constitutes the common 
good in any field will be made through the democratic process; i. e. it is "what the 
people, freely organized, will choose, not what some expert or prophet decrees" 
(Beetham 1993, p. 57). At the same time though, the common good can be seen 
as being hostile to the narrower interests of specific groups when these cannot be 
met by, or come into conflict with, the wider interest. 
This conflict between special interests and the wider good is present in all public 
policy issues, and thus evident in the field of cultural policy. Matters that are of 
concern to particular arts practitioners have to be set against, or at least seen in 
the context of, a broader understanding of society's cultural needs. (That these 
social needs are contested is of course part of the complicating condition in 
which these debates take place. As will be discussed further below, the common 
good is never static or finally resolved. ) The conflict of interests is apparent for 
instance in the grant-making decisions of the arts funding system, where the 
needs of specific artists and arts organisations are balanced against the overall 
strategy of the funding bodies. (Although, as we have seen in the previous 
chapter, it could justifiably be argued that bodies such as the Arts Council are 
themselves representative of only a narrow constituency. ) 
Tensions between the wider interest and sectional concerns have also appeared in 
the debates on the involvement of arts practitioners in the policy process. For 
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example, during the discussions of the 1970s in Britain the criticisms were 
focused on the fact that the arts funding system did not operate in a 
representative way; and some of the artists' organisations therefore argued for a 
system that was based on representatives. The resistance of the arts funders to 
this view was based on a concern that such representatives would operate as 
delegates, expressing only those views which had been mandated by their 
organisations and in any case would present a narrow sectional interest rather 
than consider the weight of all arguments and concerns dealt with by the 
committee on which they sat. Discussing proposals for democratisation of the 
Arts Council, Robert Hutchison wonders if it would be "possible for an Arts 
Council member both to satisfactorily serve and represent, say the Drama Panel, 
and be responsible to `the wider public'? " (Hutchison 1982, p. 38). This specific 
question was in fact answered, though not necessarily resolved, by Richard 
Hoggart, who described his position as Drama Panel Chairman as "a double role. 
One was that I had to represent the drama department's needs to Council [... ] 
The other was that you had to have an overall view and be aware of budgetary 
limits" (Witts, p. 419). 
The point about `budgetary limits' is an important one in this context. Jeffrey's 
research on community participation in local government services found that 
representation of wider interests "broke down when groups were in competition 
for grants" (1997, pp. 26-27). And since much of the work of the Arts Council's 
panels involved decisions about grants to artists and arts organisations, it is easy 
to see why commentators have been critical of a system in which arts 
practitioners were making decisions about their fellow arts workers. As 
practitioners were serving on the panels and committees in an individual 
capacity, critics could (and did) accuse them of favouritism towards friends or 
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hostility towards personal enemies. It could therefore be argued that a properly 
representative system would be less likely to put its committee members in such 
an invidious position. 
This issue might also be resolved, at least to some extent, through some of the 
alternative approaches discussed earlier in this chapter. The question is 
embedded in, and answered in one way through, the idea of deliberative debates, 
including innovations such as citizens' juries, where lay people are specifically 
encouraged to consider policy matters on behalf of a wider community (Stewart 
et al 1994, Wilson 1998). Using this model, arts practitioners could be provided 
with a structure that would maximise their commitment to wider interests and 
limit their responses to their own needs. 
The question also informs other developments which have taken place in the 
cultural field, such as the re-organisation of arts funding bodies away from 
artform concerns. Michael Volkerling argues that the traditional arts council 
structure based on artforrn panels produced "standing lobbies for the discipline 
they represent" (1982, p. 82). In contrast, the New Zealand Council's re- 
structuring into four committees which deal with projects, individuals, 
institutions, and regional development resulted, he says, in deliberations "in a 
multi-disciplinary context" whereby "wider perspectives are therefore forced 
upon the consideration of any single issue" (p. 84). On the other hand, Jo Caust, 
examining similar re-organisations to arts bodies in Australia and the United 
States, counters that in these cases the outcome has been that "in-depth 
knowledge of art practice [has] disappeared" and arts practitioners no longer 
know where they belong or who to talk to", leaving many of them 
"disenfranchised" (Caust 2003, p. 57). 
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In contrast to these views that sectional interests need to be either transcended or 
limited, David Beetham defends the idea of "interest-maximisation" as a key 
feature of democracy, arguing that democracy "must contain the implicit 
assumption that people are the best judges of their own interests" (Beetham 1993, 
p. 61). A different way of looking at this question is the point made by Rose 
Wheeler (1996), drawing on work by Vivien Lowndes, that the notions of 
individual rights and community interests are actually both aspects of citizenship. 
Chris Bilton refers to "a collective public interest which is continually being 
renegotiated according to different interactions between groups and individuals" 
(Bilton 1997, p. 248). Similarly, Benjamin R. Barber argues that civil groups 
should not be written off by "cynics" as "hypocritical special interests", 
suggesting that their views have a "political legitimacy" (Barber 1998, p. 67). 
Thus, the argument is that special interests are a key part of social organisation, 
and at the same time can contribute to, rather than detract from, the collective 
voice. In this light the `common good' is not static, but is the continually- 
changing result of negotiations and interchanges with a variety of interests and 
concerns. 
This discussion is especially pertinent to the view of cultural practitioners' 
interests referred to in Chapter 1. It goes some way to answering the notion that 
artists are only ever concerned with their own needs; but more importantly it 
helps to provide a framework through which practitioners' role in policy-making 
can be viewed - as both having legitimate concerns which 
have a place in policy 
formation, but also as being capable of making contributions which go beyond 
their own particular interests, shaping and adding to the common good. 
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3.2 Principles of Involvement 
Just as concern over current failures in democratic systems in the West has acted 
as the impetus for reconsidering the practicalities of policy-making, so the same 
concern has caused a re-examination of the principles underlying those processes 
and of previous analyses of the structure and organisation of society (Held 1993, 
p. 1; Barber 1998, p. 9). The aim of this questioning has been to provide insight 
into both the problems and their solution. 
Such rethinking has also been stimulated by developments in Eastern Europe, 
although at first glance it might seem that the failures of the socialist system 
actually provided a vindication of the Western democratic method. Indeed, after 
the unravelling of socialism in Eastern Europe in 1989 there was a widespread 
view that this represented a `triumph' for liberal democracy (noted in Held 1993, 
pp. 4-5,13; Parekh 1993, p. 156; John Gray 1995,6 1999). Therefore, the idea that 
there might be another way (or other ways) of constructing democracy was ruled 
out of consideration by the supporters of this view. 
However, notwithstanding the collapse of the (hitherto) main alternative, not all 
observers accepted the idea of an inevitable or total victory for liberal democracy 
as it was then constituted. Of the several forms of response, the one which seems 
to provide a particularly useful approach for the questions being considered in 
this thesis, is that which seeks to build an approach around the concept of `civil 
society' 
" John Gray, 'Cold sun rises at the end of the cold war', Guardian, 2O"' January 1995. 
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The rest of this section considers the idea of civil society, and the chapter 
concludes by exploring how it can throw light on practitioners' involvement in 
cultural policy-making. 
3.2.1 The Concept of Civil Society 
The term `civil society' has a long history in political philosophy, in which it has 
been given different meanings and emphases at different times and from varying 
political and philosophical perspectives. 
In Jeffrey C. Alexander's historical account (1998), the term has gone through 
three phases in modern society. Firstly - from the late seventeenth to the early 
nineteenth centuries - it was used in "an inclusive, umbrella-like" way, covering 
all organisations outside the state, and "definitely" also the market (Alexander 
1998, p. 3). In its second period, it was seen as referring solely to the market, with 
writers such as Hegel and Marx (in his early writings) conceiving it as the 
economic sphere (Simon 1991, p. 71). In recent years - Alexander's third phase 
- the term has evoked particular interest as a sphere which 
is distinguished from 
both state and market. Alexander himself also distinguishes it from other "non- 
civil spheres", by which he means religion, race, and the patriarchal family 
(1998, p. 11). In this third phase the concept has been increasingly referred to as a 
way of understanding the organisation and structure of social and power 
relations, and of considering issues of democracy. But in this contemporary 
usage there are also different meanings attributed to the term, informed by 
differing political and philosophical standpoints. It is therefore important to pay 
attention to this variation in interpretation, and to be clear about the way in which 
one wishes to use the concept. 
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Barber (1998) provides three contemporary definitions of civil society: as the 
private market, which operates independently from government; as 
communitarianism; and as a public sphere `between' market and government. 
Organisations and individuals identified with each of these have claimed the term 
for their own outlook and approach. 
Elaborating on the first of these definitions, Barber points to the oppositional 
stance taken by proponents of free markets towards government -a position 
intensified in the neo-liberalism of the 1980s. They see civil society as 
representing the private interests of those involved in the market, whose free 
operations are threatened by the interference of government and the social 
measures that governments introduce. 
Communitariamsm is the second contemporary interpretation of civil society 
identified by Barber. It focuses on ascriptive bonds, or "strong ties" (Gibson 
1998, p. 6), such as race, religion, and clan, rather than on voluntary relations; and 
is a response to what its supporters perceive as a damaging rise in individualism 
in society. The weakness of this outlook is that it can be both nostalgic and 
utopian (McGuigan 1996, p. 167); and its danger is that by focusing on the ties of 
community it inevitably places some people outside any given community, with 
the result that those `outsiders' may be seen negatively, even with hostility. This 
is similar to the "mentality of the long siege", the problematic defensiveness that 
Williams recognises in his analysis of solidarity (Williams [1958] 1971, p. 318); 
and it can prevent interaction with those who are not part of the community, thus 
weakening society and creating "social atomization" (Gibson 1998, p. 6). The 
appeal to community - particularly a religious or racial one - can also submerge 
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not only other identities or moralities, but also the state itself, taking over "all 
public space" (Barber 1998, p. 26). 
Barber does also acknowledge the existence of a "more democratic form of 
communitarianism" (p. 25), which in Britain is put forward by the UK 
Communitarian Forum. The aim of this grouping is the building of `democratic 
communities', in which groups of citizens take part in open discussion about the 
issues they face, and work co-operatively and for the common good, taking 
action at a local level (Tam, 1996). But Barber argues that democratic and social 
pluralism is not automatic even in this conception of civil society. 
Barber's third definition - the one that he himself subscribes to - is that of 
"strong democracy". It posits civil society as a third sphere, between 
government and the market, in which citizenship plays a key role, and which 
draws from characteristics of both the public and the private sectors. In this 
conception it emphasises civic engagement, pluralistic organisation, co-operative 
activity, open debate and decision-making; and it allows for differences of 
opinion and identity. This very much echoes Williams's proposals for 
overcoming the defensive limits of solidarity: converting this negative aspect 
"into the wider and more positive practice of neighbourhood", "achieving 
diversity without creating separation", and making room for, not only variation, 
but even dissidence, within the common loyalty" ([1958] 1971, p. 319). 
Clearly, inter-connections amongst people and organisations are an important 
feature of this expression of civil society, but they are not the close bonds of the 
communitarian outlook. Rather they consist of what James Gibson terms `weak 
ties and "permeable social networks", which are open to new ideas and facilitate 
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a high level of social and democratic engagement (Gibson 1998, pp. 6-7,14 ). In 
this model, association takes place "around common activity rather than common 
history"; it is an association that is both voluntary and inclusive (Barber, 
pp. 50,52). Importantly, civil society in this form is seen as an extension and 
enhancement of government, not as a replacement for it, though it serves also to 
limit both excessive government and an over-dominant business sector. 
Barber's views on civil society and civic activity have been echoed in the 
writings and activities of a number of commentators, organisations and forums in 
recent years. There are several reasons for this increased focus on the conception 
of civil society. Firstly, as we have seen earlier in this chapter, there has been 
growing concern that current democratic structures in the West have considerable 
shortcomings, which has led people to seek alternative ways of conceptualising 
society, and thereby to effect changes in its governance. 
Secondly, analyses of events in Eastern Europe, especially in the years 
immediately prior to, and following, the revolutions of 1989, drew attention to 
the attenuated civil society of most of those countries and the serious problems 
this caused. The failure of the rulers of these nations, before 1989, to maintain 
the consent of their populations for their rule, and their suppression of an active 
civil society, led to their defeat; while since then - despite the "nascent civil 
societies" that helped to bring about those defeats (Gibson 1998, p. 3) -a lack of 
the voluntary organisations, networks, and relationships that make up the civil 
sphere has hampered those countries' development. Even where large numbers of 
voluntary associations did spring up, as in Poland, the concomitant and essential 
values and practices of trust, openness, co-operation, and pluralistic discourse 
were seriously underdeveloped (Sztompka, 1998). 
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Thirdly, considered theoretically, it has been suggested that a conception of 
society divided into only government and economy is severely limited (Centre 
for Civil Society, 2002). Thus another dimension of the growing interest in the 
idea of civil society has been in the theoretical field, and in particular with the 
`discovery' of the work of the early-twentieth century Italian Marxist, Antonio 
Gramsci. 
Gramsci is now regarded as a most significant analyst of the complexity of 
advanced industrial societies, whose structure cannot be reduced to the spheres of 
economy and government alone. Although some of his writings were translated 
into English earlier, the major part of his work, the `Prison Notebooks', was not 
published in England until the 1970s, and some of the subsequent important 
debates around his ideas in France as well as in Italy were not translated into 
English until 1979 and 1980 (Jessop, 1980). Gramsci's work quickly struck a 
chord with some sections of the left in Britain, who were searching for new 
approaches to analysing society, and thereby to bringing about change, and has 
been drawn on by writers in cultural studies, sociology, and other disciplines 
concerned with the organisation of society and the role of culture in it. In the last 
thirty years his ideas have informed much of the thinking around culture and 
ideology, and their connection to power and democracy. 
`Civil society' is one of the key terms in Gramsci's writings - the explanation of 
which Stuart Hall calls one of his "fundamental historical theses" (Hall 1996, 
p. 426). In his work the focus is both on understanding how society is organised 
and structured, and on how revolutionary change may be undertaken and 
accomplished. He therefore uses the term not only descriptively, as a way of 
understanding existing social formations and relations, but also prescriptively, 
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pointing towards a future society in which "the active and productive public life 
[... ] would and should continue to flourish" (Adamson 1980, p. 222). He thus 
develops it as a concept that can be used analytically and applied more widely 
than the particular moment he is examining. 
Although Gramsci argues for an historicist approach, basing his analyses in 
careful consideration of historical circumstances, this process of 
conceptualisation that he engages in means that his writings 11 go beyond a 
particular and local reference" (Mercer 1980, p. 117), and are therefore widely 
regarded as having application to situations and societies other than those about 
which he is writing. Some commentators have argued that Gramsci's roots in his 
own time and place lessen his applicability elsewhere, but his insistence on the 
importance of basing analysis on the particular historical circumstances - his 
`functional' approach (Adamson 1980, p. 219) - actually leads to an openness in 
application. This is because, rather than supplying ready-made over-arching 
answers, his analysis provides a way of thinking about problems. Thus, although 
he was writing specifically about Italian society in the early part of the twentieth 
century, he developed a conceptual approach which can be used to open up 
questions about other periods and situations. 
It is important though to bear in mind Hall's reminder that Gramsci's "most 
illuminating ideas and formulations are typically of [a] conjunctural kind. To 
make more general use of them, they have to be delicately dis-interred from their 
concrete and specific historical embeddedness and transplanted to new soil with 
considerable care and patience" (Hall 1996, p. 413). However, it is also true that 
although there have been huge changes in economic production since Gramsci's 
age, including post-Fordism and globalisation, and accompanying political 
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developments, nevertheless his analyses are of capitalist systems and liberal 
democracies, and of the crises they experience. His questions and concepts are 
therefore still of relevance while these forms continue to exist and to go through 
changes. 
Much of Gramsci's work, because of his long imprisonment by the Italian 
fascists, is fragmentary, sometimes obscure, and is therefore difficult to interpret. 
He was grappling with complex ideas in the most difficult of circumstances, and 
therefore was not able to draw all his efforts into one coherent whole. Quintin 
Hoare and Geoffrey Nowell Smith refer to his difficulty "in finding a single, 
wholly satisfactory conception of `civil society"'; and point to his several 
attempts to define the role of civil society in relation to the state (Gramsci, edited 
by Hoare and Nowell Smith, 1971, pp. 207-8). Despite these difficulties of 
definition, Gramsci provides enough useful and critical thinking to open up new 
and productive ways of approaching the idea of civil society, and of giving "a 
new meaning to a term that [had] become obsolete" (Simon 1991, p. 72). A 
significant aspect of this new thinking is the conception of civil society as a 
distinct sphere, neither an all-embracing term covering society as a whole, nor 
conflated with the economic sphere. This aspect has proved to be especially 
useful in subsequent consideration of the structure and organisation of society. 
Gramsci's definition of the actual make up and character of civil society is 
offered in a number of passages in the Prison Notebooks. He refers to "the 
ensemble of organisms commonly called `private' ", in which the dominant 
group in society exercises its hegemony (p. 12); "the so-called private 
organisations, like the church, the trade unions, the schools, etc" (p. 56); "in the 
case of the most advanced States [... ] `civil society' has become a very complex 
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structure" (p. 235); the "complexes of associations in civil society" (p. 243). 
Roger Simon suggests that Gramsci's definition "includes all the organisations 
and institutions outside production and the state" (Simon 1991, p. 70); while 
James Martin further refines this to "voluntary institutions and agents" (Martin 
1998, p. 71). 
The precise definition of civil society - in terms of its make-up and character - 
today varies from writer to writer. Apart from the two specific and very different 
definitions outlined by Barber - those of free marketeers and of communitarians 
- commentators who subscribe to the broad notion of civil society as a `third 
sphere' which is distinct from state and economy have put forward different 
suggestions as to what the term should include. Alexander, for instance, places 
both church and family outside civil society (2000, p. 106) and the Centre for 
Civil Society at the London School of Economics (2002) also excludes the 
family. Barber, on the other hand, includes both, but with the caveat that for the 
kind of civil society he aspires to these institutions need to become non-coercive 
and democratic. Gramsci's inclusion of schools is also remarked upon as being 
problematic (Simon 1991, p. 72), because they are provided by the state, and have 
a significant compulsory element to them. 
Despite these variations of interpretation, the linking theme of those writers who 
posit a notion of civil society as a third sphere is that the organisations and 
networks of which it consists are, or should be, voluntary in nature. Thus, the 
Centre for Civil Society defines civil society as consisting of "voluntary and non- 
profit organisations [... ], philanthropic institutions, social and political 
movements", Bhikhu Parekh refers to "the totality of relationships voluntarily 
entered into" (1993, p. 160); and Barber speaks of "civic communities [... ] 
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membership associations that are open and egalitarian enough to permit 
voluntary participation" (1998, p. 35). 
Integral to these definitions is the idea that civil society is characterised not only 
by its institutions, but also by its relationships and its values. Gibson argues that 
"the prevalence of social networks [is] a key attribute of a civil society (1998, 
p. 4); while the Centre for Civil Society's definition includes as well "other forms 
of social participation and engagement and the values and cultural patterns 
associated with them. " Alexander pins these down specifically as "interactional 
practices like civility, equality, criticism, and respect" (1998, p. 7); Rod Fisher 
and Roger Fox include "tolerance and a willingness to associate with others" 
(Fisher and Fox 2001, p. 24); and Barber (1998) adds inclusiveness, imagination, 
empathy, and responsibility. This is what Piotr Sztompka particularly refers to in 
his "cultural concept" of civil society: "the domain of cultural pre-suppositions, 
ingrained `habits of the heart', values and norms, manners and mores, implicit 
understandings, frames and codes - shared by the members of society" 
(Sztompka 1998, p. 193). 
These ethical and cultural dimensions of civil society are also present in 
Gramsci's writings, through his account of hegemony in which the dominant 
class gains its position by consent as well as coercion, meaning that ideology and 
culture, and the organisations involved in culture and education, come to play 
crucial roles in the development of a society. It is this attention to the role of 
culture and consent that commentators regard as part of Gramsci's particular 
"originality" (Bellamy and Schecter 1993, p. 135). Another important aspect of 
Grainsci's thinking about these issues is his conception that ideology is 
"embodied in [ ... 
] social practices" and is not simply an abstraction (Simon, 
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p. 60; cf also Hall 1996, p. 433). These aspects of his writings became influential 
in Britain in the 1970s and beyond, and particularly helped to inform the work of 
those involved in cultural studies, providing "intellectual and theoretical lines of 
connection to many [... ] contemporary issues" (Hall 1996, p. 417). Because 
cultural organisations could now be seen more clearly as central to the winning 
of consent by the dominant class, they therefore became legitimate objects of 
study in ways that had not been recognised before. Gramsci's approach provided 
a productive framework through which those organisations and their practices 
could be examined and more fully understood. 
Civil society is not only the sphere in which the existing hegemony is 
maintained, but also the arena "where the subordinate social groups may organise 
their opposition and construct an alternative hegemony" (Simon 1991, p. 27). And 
because cultural organisations play a significant role in winning consent for the 
dominant ideology and class, it follows that they can also be among the means by 
which that hegemony is questioned and challenged. In this dynamically 
conceived civil society, "different ideological currents [are] combined and 
contested" (Martin 1998, p. 123), and the actors are engaged in processes of 
struggle and negotiation over the terms of their existence (Mercer, 1980). Civil 
society is thus conceived as a place of change and transition. It is a site of action, 
an arena of "reinvigorated civic activity" (Barber 1998, p. 34), in which cultural 
organisations and practitioners are closely involved. The notion of civil society, 
as developed by Gramsci, therefore provides a useful and pertinent frame in 
which the idea of democratic involvement can be understood and further 
developed. 
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This is reflected in the stress, among writers in this field, on participation. Robert 
Fine, for instance, argues that "civil society theory expands rights of participation 
beyond anything envisaged in classical republicanism [... ] and looks to a 
comprehensive public and political life beyond the official political institutions 
of government" (Fine 2000, p. 117). Emphasis is also placed on the continuing 
extension of participation, so that the civic arena "becomes increasingly visible 
and `open' to public debate" (Roniger, p. 68); and on the "critical relationship 
between participation and power" (Barber, p. 63), whereby "the deepening of 
popular participation" is necessary for the development of people's abilities and 
influence in "actually running" things (Hall 1987, p. 21). This connects to 
Habermas's emphasis on the "problem-solving" capacity of associations in civil 
society (1996, p. 367); and it links with another of Gramsci's arguments: the 
importance of "human agency and its transformative potential" (Martin 1998, 
p. 76). In other words, democratic involvement and activity can intervene in and 
directly affect the environment in which people find themselves living and 
working. 
This emphasis on participation also relates to the point made in Chapter 2, in the 
section on the shift from producers to consumers, about the way in which this 
shift has been paralleled by one that changes citizens into consumers. The latter 
are seen as atomised individuals who, in the cultural field, are in pursuit only of 
"various kinds of pleasures and satisfactions"; whereas citizens are also seeking 
information and understanding "as members of a community of active 
participants in the democratic process" (Hutchison 1999, pp. 82-83). Thus, the re- 
awakened interest in civil society is not only a reaction to the problems of 
democracy, but also a response to the continuing development of a market 
society. 
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As mentioned earlier, despite the difficulty of finding in Gramsci's writing one 
definitive statement of civil society, for the most part he distinguishes the sphere 
of civil society from the other two spheres which make up the structure of 
society: the political and economic spheres. This distinction, though, is an 
analytical one rather than an actual separation, "merely methodological" rather 
than "organic" (Gramsci (ed. Hoare and Nowell Smith) 1971, p. 160). In reality, 
the spheres are interlinked, together forming an integrated whole. 
In a further explanation Gramsci relates the political and civil spheres to the 
state, with the state being described as the sum of political society and civil 
society. Of these two, political society refers to the coercive aspect of the state 
(laws, military power, etc), while civil society is where consent is gained for the 
dominant class and ideology. Again, these distinctions are analytical, as in fact 
there are overlaps between the coercive and consensual functions (Leversha 
1977, p. 118; Bellamy and Schecter 1993, p. 119). Alexander argues strongly that 
civil society is not autonomous, but is interpenetrated by the other spheres, and in 
turn can affect those arenas (2000, p. 98). Simon stresses that the distinction 
should not be seen as a physical one, and that because the spheres consist of 
social relations there can be interchanges between them (1991, p. 72). 
This sense of interconnection between the different arenas, and the possibility of 
influence from one to the other is not shared by all writers on civil society. In this 
context it is important to note the tone of caution sounded by some as to the 
limits of what can be achieved by activity in the civil sphere. In this view, 
opinions expressed in civil society and the actions of extra-parliamentary 
organisations and movements can have an effect only if given institutionalised 
voice and status in the parliamentary and legislative arena; and the only changes 
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civil society can achieve are within its own sphere, with at most an indirect 
effect on the self-transformation of the political system" (Habermas, p. 372). 
However, a further aspect of Gramsci's thinking - an enlarged conception of the 
political stage - suggests that this view of the limits of activity in civil society 
could itself be limited in its perception of what may be possible. Gramsci's 
concern with defining civil society arose from his analysis of the differences 
between the politically undeveloped state in Russia at the beginning of the 
twentieth century and that of western European nations. In his estimation, the 
latter had a much more sophisticated civil society, in which a range of 
organisations and institutions played a part in developing, maintaining or 
challenging the ideologies and values of society (Gramsci (ed. Hoare and Nowell 
Smith) 1971, p. 238). It was this expanded notion of who are the significant actors 
in society, and the enlarged view of democracy that accompanied it, that was a 
key factor in drawing attention to Gramsci's thinking in Britain in the 1970s and 
1980s. Simon suggests that this expanded conception of political actors and 
activity, "in all spheres of life", arises specifically from Gramsci's idea of civil 
society (1991, p. 88). It opens up "new terrains" for democratic engagement 
(Mercer 1980, p. 128), and leads to an understanding that power is found 
throughout society, and is not limited to conventionally understood state power. 
It therefore provides a conceptual framework for examining the place of culture 
in society, and the part played by practitioners. 
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3.2.2 Arts Practitioners in Civil Society 
How, then, does the concept of civil society help in our understanding of the role 
of arts practitioners in policy-making? 7 Firstly, it provides us with a way of 
seeing arts organisations as part of those `voluntary', `private' associations which 
make up civil society, and which have a relationship with both government and 
markets, but are also distinct from them. 8 
Secondly, the conception of civil society as an important arena of contestation 
and of participation - the "sphere of all the [... ] struggles which arise out of the 
different ways in which people are grouped together" (Simon 1991, p. 70) - 
enables us to consider that arts organisations are not simply passive but can and 
do operate actively within the sphere of civil society. As discussed above, 
Gramsci's conception of civil society opens up the idea that actors in civil society 
are involved both in the maintenance of hegemony, and in challenging and 
changing it - both "consenting and resisting" (Mercer 1980, p. 135). In cultural 
studies this understanding has been used to investigate the role of culture in both 
maintaining and challenging hegemony. But such an insight can equally be 
applied to cultural policy, to the mechanisms by which culture is governed as 
well as to its content and structure. It therefore provides a conceptual framework 
for examining the role of arts practitioners not only in creating their art but also 
in organising their work and institutions, and in developing the policies within 
which those organisations operate and by which culture is disseminated. 
The following points of course apply broadly to participation in all public policy areas; and they 
apply not only to the participation of practitioners but also, for example, of individuals and 
communities. But the point emphasised in this thesis is that arts practitioners and their 
organisations have not been widely recognised in cultural policy research as having such a role, 
and the concept of civil society is very helpful in illuminating the part they play. The particular 
role of culture and cultural organisations in civil society has already been indicated in this 
chapter, and is further discussed at the end of this section. 
g This point is also made, briefly, in McGuigan, 2004b, pp. 51,132. 
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Thirdly, the concept can be used not only to understand existing conditions, but 
also to suggest changes in those conditions. Since civil society is conceived as 
the arena for contestation, it follows that it is also the sphere for realising change 
and transformation. The use of the term as an aspiration for what might be 
achieved, as well as a description of what already exists, appears in many 
writings on civil society. Barber, for example, emphasises this aspect, saying that 
"we must inquire what it means not only as a description of social organization 
but as a prescription for how society might ideally be organized, how one might 
treat the ills of living democracy or catalyze democratization in societies not yet 
free. " (Barber 1998, p. 10). Similarly, Andreas Hess points to a critical stance in 
the use of the concept, which "serves the purpose of making democracy more 
democratic" (Hess 2000, p. 92). The usefulness of using the term conceptually is 
therefore that it allows a conception of change and aspiration as well as simply 
describing what exists. By applying this approach to the question of practitioner 
involvement in policy-making a framework is provided in which to consider not 
only whether arts workers do have a role in policy formation, but also whether 
they should do so, and how that involvement might be achieved and enhanced. 
Alexander (1998,2000), however, warns that the aspirational approach of some 
writers on civil society has led to an idealism which disregards the presence and 
influence of other spheres, and therefore has difficulty operating in the real 
world. This is an important reminder of the need for caution when using the term 
prescriptively. Gramsci's approach, based on an analysis of how society operates 
and is structured, provides a basis and a guideline for rooting an aspirational 
discussion of practitioner involvement in an understanding and analysis of 
existing practice, and therefore of developing strategies to extend and enhance 
that involvement. Therefore, rather than projecting in utopian fashion a future 
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structure or method of participation, it makes possible an assessment of current 
arrangements in which changes can be envisaged, and provides a framework for 
posing the question as to whether practitioner involvement should be considered 
in principle and how it might be put into practice. 
Barber similarly responds to Alexander's warning, with a series of "practical 
strategies" (1998, p. 69) that propose six areas - including the arts - in which 
steps can be taken, through legislation and wide-ranging activity, to develop and 
extend civil society, and engage civil society associations. Using this approach, 
civil society is rescued "from being an esoteric normative ideal or a remote 
subject of nostalgic memory or, worse yet, some social-science construct" 
(Barber 1998, p. 112). Instead, it sheds light on the place and role of arts 
practitioners in relation to the democratic process of policy-making, as part of a 
civil society that is conceived as a sphere of participation and transformation. 
There is a further point to consider, which is whether arts practitioners and their 
organisations have a special place in the discussion, and concept, of civil society. 
The relationship between culture and society as a whole is of course very 
complex (cf. Williams, [1958] 1971) and it is beyond the scope of this thesis to 
engage in this long-running debate. Nevertheless, the present chapter has 
indicated that culture and cultural organisations do have a particular relationship 
to civil society. Grarsci, as we have seen, highlights the importance to civil 
society of those organisations and institutions which have a "connection with the 
elaboration and diffusion of culture" (Bobbio 1979, p. 40); and the question of 
their relationship has been taken up and developed by commentators on both 
civil society and culture. 
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Henrik Kaare Nielsen, for example, discusses the role of cultural policy as a 
``guarantor for [... ] democratic cultural debate and civic interaction" (2003, 
p. 244). Barber (1998) describes the arts, together with the humanities, as "an 
indispensable foundation for a free, pluralistic society" (p. 75), and refers to "the 
cultural infrastructure of civil society" (p. 108). For both these writers, culture 
and civil society have a symbiotic relationship: culture makes it possible to 
conceive of a democratic society in which the values and practices of civil 
society flourish, and at the same time it plays an important role in creating and 
nurturing those very attributes and practices. In this light, the role of arts 
practitioners in policy-making is of note not only for reasons of their own 
democratic involvement, but also because they are engaged in creating the 
culture which contributes to, and is an integral part of, civil society. 
3.3 Civil Society. Democratisation. and Governance 
This section brings together the distinctions made at the beginning of this chapter 
- those of the processes and principles of involvement - to combine the 
discussion of democratisation and governance with that of civil society. 
In their selection from the Prison Notebooks, Hoare and Nowell Smith open the 
section titled `State and Civil Society' with Gramsci's discussion of the "conflict 
between `represented and representatives' " (1971, p. 210). As we have seen, this 
is also the starting point in most of the commentary on democratisation and 
democracy. Beyond this common starting point the two discussions can also help 
to shed light on each other, and together create an analysis that is both conceptual 
and useful. Thus, the concept of civil society provides a theoretical underpinning 
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for the criticisms of existing forms of democracy and the practical steps 
suggested for improving it; while the development of ideas for democratisation 
provides the practical means by which conceptions of civil society may be 
prevented from succumbing to idealism. 
The way in which the concept of civil society enriches the discussion of 
democratisation and governance is particularly through its contribution to 
understanding the role of democratic participation in society. There are two 
aspects to this: one is that the concepts of both the state and democracy are 
themselves expanded; the other, that participation is critical to democracy and is 
directly linked to power. 
The conceptual expansion of state and democracy arises because the inclusion of 
civil society as part of the state means that a wider range of actors and issues is 
brought into play than those taken into account by a bifurcated view of society as 
consisting only of the governing state and the economic sphere. These points of 
action and contention increase "as the structures of the modern state and society 
complexify" (Hall 1987, p. 20). It is within this complexity that the notion of 
governance, discussed earlier, becomes both relevant and possible. Governance 
is conceived as the partnership of government and a range of non-statutory 
organisations - these are precisely the `private', voluntary organisations of civil 
society, existing independently of political society and therefore able to enter into 
partnership with government. An understanding of the character of civil society, 
both as it presently exists and as it might become, and its relation to 'political 
society', can help to deepen the way that the partnerships of governance are 
conceived. Thus, the involvement of cultural practitioners in policy-making can 
be understood not as an irrelevant nuisance, but as an example of the active 
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realisation of governance in a varied and dynamic civil society. In this way the 
concept of civil society also provides a further way of considering the relation 
between special interests and the `common good', and of showing how the 
tension between them can be a productive and necessary one. 
Secondly, civil society is the arena in which people, both individually and 
through organisations, participate in society as a whole. Participation is the very 
essence of civil society; and as such it links the civil society concept directly to 
the ideas and experiments in democratisation discussed earlier - both providing a 
basis for those practical measures and at the same time making civil society 
concrete and practicable. As we have seen, the concept of civil society also links 
participation to the question of power. Because the concept opens up the 
understanding that power is diffused throughout society, participation too needs 
to be conceived widely, to be recognised as occurring in the multiple spaces of 
civil society and involving a wide range of actors. This is why measures for 
democratisation are to be found across such a wide variety of issues, and why 
questions of participation in specific fields, including those of cultural policy, are 
relevant to the consideration of the functioning of a democratic society. 
Furthermore, this connection of participation to power provides a means of 
clarifying the `status' and purpose of civic engagement, which is often 
represented by the term `active citizenship'. This notion is frequently contained 
implicitly, if not put forward explicitly, in discussions of democratisation. Active 
citizenship has been posited by some commentators (and particularly by some 
politicians) as an alternative to democratic government, promoting the activity of 
voluntary organisations and active individuals in areas of 
life which have 
previously been undertaken by governments, and thereby reducing the 
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commitment of government to those matters. But the concept of civil society 
allows active citizenship to stand for the enlargement of democracy that has been 
argued for by proponents of participative forms of decision-making. In this 
context it is seen as something which adds to government, or improves ways of 
governing; giving more control to non-governmental organisations and 
individuals, while not eliminating representative government nor its 
responsibilities in providing resources to those non-governmental associations 
and networks. The concept of civil society therefore provides an explanation 
which clarifies that active participation in the civic arena is part of an organic 
whole, and is essential to extending and deepening democracy. 
3.4 Conclusion 
This chapter has discussed developments in democratisation and the growth of 
governance as part of the context in which arts practitioners' engagement in 
cultural policy-making takes place. It has also examined key problematic issues 
thrown up by democratisation and wider participation. These will be returned to 
in succeeding chapters, in relation to the particular instance of British cultural 
policy and especially the case study of new playwriting policy. The chapter has 
also brought forward the concept of civil society as a powerful explanatory tool 
for reflecting on the involvement of arts practitioners in the cultural policy 
process. 
By bringing together these themes of democratisation, governance and civil 
society, a framework and a rationale are created in which to consider the question 
of practitioners' participation in cultural policy activity. They suggest that arts 
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practitioners are part of the make-up of the civic arena and that their involvement 
in policy-making either is already, or could become, part of civic engagement 
and governance. Furthermore, this approach makes it possible to conceive that 
the development and extension of their involvement is not only a matter of arts 
practitioners' own self-interest, but - as part of a renewed and expanded 
participation in the multiple sites of power in society - would make a 
contribution to the maintenance and enlargement of democratic life in the future 
as well as in the present. These concepts can therefore be usefully applied to 
cultural policy not only descriptively but also prescriptively. 
Chapter 2 focused particularly on the debates about practitioner involvement in 
the post-war period up to the 1980s, and the factors that inhibited those debates 
in the 1980s and 1990s. The developments in thinking about democracy outlined 
above have gathered pace in the 1990s and into the 21s' century. They are 
especially useful, therefore, in helping to trace the development of ideas and 
practice in cultural policy-making from the early 1990s onwards. But, as this 
chapter has also shown, ideas about civil society were emerging from the 1970s. 
Although they were rarely referred to in the specific discussions about 
participation in cultural policy-making, they nevertheless contributed to the 
context of that time in which those discussions took place. Raymond Williams in 
particular was not only a contributor to the debate about the democratisation of 
the Arts Council, but was also one of the leading explorers of ideas that laid the 
ground for a politics in which civil society was of key importance (Kenny, 1995). 
Moreover, these ideas can now help to add a further dimension and insight into 
those earlier debates, in addition to providing a framework for considering more 
recent developments in the cultural policy field. 
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The following chapters examine the specific case of policy-making for new 
playwriting in England, and consider the extent to which the concepts explored in 
this chapter are applicable and useful in understanding the question of the 
involvement of practitioners in developing those policies. 
PART II 
THE CASE STUDY 
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Chapter 4 
Theatre Writing Policy in FnAlan[ Since. 1941 
In order to anchor, illustrate, and test out the conceptual and theoretical 
arguments of Part I of the thesis, it is necessary to examine a concrete instance in 
which practitioner involvement in policy activity might be evident. As discussed 
in the Introduction, the case study approach is particularly appropriate for such 
investigation. The focus of my case study here is new playwriting policy in 
England. 
The reasons for focusing on playwriting policy for this case study are threefold. 
Firstly, my earlier short paper on British theatre writing (Woddis, 1997) indicated 
that it is a policy area that could provide a useful focus for examining the role of 
arts practitioners in cultural policy-making. The study found instances of 
practitioners in this field attempting to influence policy, and doing so in an 
organised way: setting up their own associations for this purpose and undertaking 
a range of activities and campaigns. Secondly, new writing itself is essential for 
the future of theatre, and for maintaining theatre's capacity for interpreting and 
understanding contemporary society. The policies governing and shaping the 
circumstances in which new plays are created and presented thus form a subject 
that is interesting and important in its own right. Lastly, because new playwriting 
has this dynamic role in relation to the artfonn, it suggests a policy arena in 
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be in flux and open to influence. All these factors therefore suggested that this 
would be a fruitful case in which to explore the wider subject of arts 
practitioners' role in policy-making. 
In this and the succeeding chapters the concepts examined in Part I will be 
considered, to ascertain both if they are evident in practice and if they help to 
explain the engagement of theatre practitioners in playwriting policy. 
Firstly, in order to understand more fully the activities and approaches of theatre 
practitioners in relation to theatre writing policies, it is necessary to know 
something about those policies, including their content, where and how they are 
generated, and their context, and to be aware of the key issues of debate in them 
that have driven practitioners to seek involvement in policy development. 
The three principal actors in the field are the arts fenders, theatre companies, and 
playwrights. The main focus of this and the following chapters is the relationship 
between theatre practitioners (playwrights and theatre companies) and the arts 
funding system, and between playwrights and theatre companies. In other words, 
theatre practitioners in general are affected by, and therefore attempt to affect, 
the policies of the public bodies providing the funding for new theatre writing. 
However, as playwrights are also dependent on theatres producing new plays, 
they also seek to influence the policies of those theatres. 
This chapter gives an account of policies in the arts funding system related to 
new theatre writing since 1945. It also considers key issues that arise from them 
and have been the subject of some contention. The chapter therefore, necessarily. 
begins to examine points at which practitioners have been engaged in debate and 
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have made or tried to make inputs into policy, although this engagement is more 
closely considered in the following chapters. 
It should be noted that policy statements focusing only on new playwriting are 
comparatively rare. For the most part such statements form an element of wider 
policy relating either to theatre more generally or to the arts as a whole. These 
policies are found in the national and regional arts funding quangos (the Arts 
Council and the Regional Arts Boards/Associations), and in the cultural 
strategies of local councils. Policy on new playwriting is also affected by the 
goals and directions of national government. The following sections of the 
chapter therefore consider policy within these three categories: national 
government, arts funding quangos, and local government, before going on to 
discuss aspects of those policies. 
4.1 National Government: Setting Parameters for Artform Policies 
As already indicated, national governments in Britain have, since 1945, adopted 
the `arm's length' principle of arts funding. As far as particular artforms are 
concerned, therefore, governments have not sought as a general rule to develop 
their own specific artform policies, leaving this instead to the Arts Councils and 
regional arts bodies; and, with rare exception, nor have they attempted to 
influence those of artists or arts institutions. However, they have developed 
policies more broadly in relation to the arts, and have sought to influence and 
shape the policies and operations of the arts funding bodies. These moves 
inevitably have an impact on artists and their work. Policies such as those 
advocating the raising of educational ability, social inclusion, and economic 
148 
regeneration through cultural activity, have all influenced the content and 
approach of arts practitioners; and, as discussed in Chapter 2, wider political 
ideologies, as well as the amount of money made available by government for 
the arts, have also affected the organisation and product of artists and arts 
organisations. 
The 1965 White Paper, A Policy for the Arts: the First Steps, was the first 
national strategy for the arts introduced by national government in Britain, and 
illustrates this approach. With regard to individual artforms, including theatre, it 
mainly reiterates the Arts Council's existing policies and activities in support of 
specific arts institutions and grant schemes. The new proposals it puts forward 
take a broad approach across the arts. They include a substantial increase in arts 
funding particularly for developing artists, for arts organisations - including "to 
ease the financial burdens of provincial repertory theatres" (Cmnd 2601,1965, 
p. 17), and to support a building fund to meet the "dearth of good local buildings 
for showing and practising the arts" (p. 12). However, as indicated in Chapter 1, 
the architect of the White Paper, Jennie Lee, warned that it would "take time" for 
coherent and detailed policy to be developed (Crnnd 2601, p. 16). Indeed, one of 
her successors, Hugh Jenkins, observed in 1979 that "there is still nothing 
coherent about the relationship of government to the arts" (Jenkins 1979, p. 54). 
It is not until the establishment in 1992 of the Department for National Heritage, 
and then in 1997 the Department for Culture, Media and Sport, that there has 
been a greater willingness by government to elaborate cultural policy. This has 
been accompanied by the production of an increasing number of reports and 
policy papers across the range of the Department's remit. For the arts, however, 
while the DNH and subsequently DCMS have provided broad objectives and 
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guidelines, responsibility for the detailed and specific artfonn policies and 
schemes is still seen as lying with the Arts Council. Thus, soon after the DNH 
was set up, its Secretary of State, Peter Brooke, stated that "we expect the bodies 
we support to conduct their day-to-day operations, and to exercise their very 
proper independent judgement in dealing with particular clients, within an overall 
framework of priorities and public policies determined by Government" (Taylor 
1997, p. 445). Similarly, the report of the Government's Policy Action Team 10 
to the Social Exclusion Unit, which helped to set the framework for the arts 
under Tony Blair's first Labour Government, promotes the use of arts, leisure 
and sport in community regeneration and social participation, but leaves the Arts 
Council to show "how it plans to embed the best practice principles contained in 
[the report] in its policy and funding decisions" (DCMS 1999b, p. 16). 2 
While theatre practitioners have taken action to influence policy at this national 
governmental level (making inputs into parliamentary review bodies; holding 
meetings with arts ministers; or lobbying members of Parliament and 
demonstrating in protest against cuts in arts funding) their main focus at national 
level is the Arts Council, because it is here that the detailed national policies and 
funding schemes have to be engaged with. The following section therefore gives 
an account of the Arts Council's policies for new playwriting, before the chapter 
goes on to examine the policies of RABs and local authorities, and then to 
consider issues arising from these policies and practices. 
2 it is the nature of these parameters that has caused particular criticism of national government 
policy for the arts, because "it would appear that government objectives are becoming more and 
more removed from the arts, more of what the governme nt v. ants and less of what the arts need 
(Quinn 1997, p. 152). As already noted, there has been considerable (though not universal) 
disquiet in the arts community, echoed by writers and commentators in the field, at the way in 
which the broad goals and priorities of government set limits and direction to those specific arts 
policies that are not directly related to the form and content of the arts themselves. 
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4.2 Theatre Writing Policies : The Arts Council 
Arts Council policy on new theatre writing can be found both explicitly and 
implicitly expressed in a variety of published documents. These are primarily the 
annual reports of the Council, specific policy statements, and a range of reports 
and discussion papers. 
From the beginning of its existence the Arts Council's annual reports make 
reference to new writing for the theatre. As an implicit policy of approval and 
encouragement, it appears in the descriptions of individual theatres' work: that is, 
the production of new plays during a season is seen as a noteworthy event. Thus, 
the production of a new Sean O'Casey play is described as "one of the most 
delightful successes of recent years" (ACGB 1947, p. 23); the "valuable work" of 
repertory theatres includes giving "several dramatists the opportunity of seeing 
their first plays produced" (ACGB 1948, p. 14); and the first production of 
T. S. Eliot's The Cocktail Party is designated a "remarkable success" (ACGB 
1950, p. 20). By the time we reach the Thirteenth Annual Report, of 1957/58, the 
reader is informed that four out of twelve of the Birmingham Repertory Theatre's 
productions that year were first performances, that the Bristol Old Vic had "once 
again a strong representation of work from new playwrights", and that the 
Lincoln Theatre Association "has given some remarkably vigorous productions 
of new plays" (pp. 3 8-41). This report goes on to speak approvingly of the work 
of the English Stage Company at the Royal Court -a theatre that was formed 
precisely to discover and present new plays - saying that it has ``firmly 
established for itself both here and abroad a leading reputation in contemporary 
theatre [and] has stimulated more theatrical discussion than the productions of 
any other management" (p. 41) 
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However, alongside these notes of praise, concern is also expressed over the 
standard of new plays; and it is to address this problem that more explicit 
indications of policy appear. In its report for 1950/51, the Arts Council refers to 
its policy for the Festival of Britain, which included the encouragement of 
"important productions of contemporary work", but goes on to reflect that "it was 
disappointing that so few contemporary plays of merit emerged for the occasion" 
(pp. 6-7). In the same year the Council offered four prizes for new plays that 
could be produced by repertory theatres. Again, the outcome was 
"disappointing", and only two prizes (and a "consolation" prize) were awarded 
(p. 26). In the following year's report the Council refers to its "effort to stimulate 
the writing of suitable plays", by making awards to repertory theatres for the 
production of new works; "but none proved an outstanding success" (ACGB 
1952, p. 35). The report therefore announces "a more ambitious scheme to assist 
new drama", to be introduced the next year. 
Thus, in 1952, the Arts Council began a funding scheme to provide support to 
playwrights and theatre companies for the writing and production of new plays. 
The scheme consisted of bursaries given directly to writers, and guarantees 
against loss for theatres producing new plays. These guarantees included the 
proviso that there would be two weeks of rehearsal - an unusual occurrence at 
that time, when one-week rehearsal periods were common, and was thus an 
attempt to bring about an improvement in the standard of production of new 
plays. In the first five years of the scheme, 58 plays received their first 
production, and eight bursaries were provided to writers. The Arts Council's 
1957/58 annual report asserts that It is no exaggeration of the valuable work of 
the repertory theatres to say that with the help of the Arts Council's scheme they 
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have done more towards encouraging new writers than all the West End 
managements put together" (pp. 45-46). 
However, notwithstanding these comments, the same report also states that the 
problem of finding new plays of quality is as acute as ever" (ACGB 1958, p. 41). 
This is in spite of the mechanism that had been established to ensure that plays 
not fitting this description would be filtered out. Under the New Drama scheme, 
playscripts submitted were to be read by a sub-committee of the Arts Council's 
Drama Panel "thus, it is hoped, minimising the risks entailed in selecting and 
trying out new plays" (ACGB 1952, p. 35). Similarly, playwrights seeking the 
Arts Council's bursaries would have to be nominated by "responsible members 
of the theatrical or literary professions" (ibid. ). These procedures, as we have 
already seen (Chapter 2), were later to be criticised as part of the undemocratic 
structure of the Arts Council, and for the lack of clarity over policy and the 
definition of quality. 
On the whole, the Arts Council appears well satisfied with its approach to new 
playwriting. Its 1958/59 report refers to "an impressive crop of young 
playmakers", and asserts that the Council's new writing schemes "have kept 
many talents and many theatres alive" and "have been largely responsible for the 
notable increase in the amount of new work staged by Britain's leading reps. in 
the past two years" (p. 11). By the 1964/65 report, its Drama Panel is reporting 
that "these schemes have been of quite exceptional value, not only in the 
provinces, but to the theatre of this country as a whole" (p. 80); and in 1977 the 
retiring Drama Director writes that "these schemes have positively encouraged 
new writing for the theatre" (ACGB 1977, p. 21). 
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As for the purpose of supporting new work, it is to "continually refresh [... ] the 
scene" (ACGB 1958, p. 38); for a theatre "which relies only on its classical 
traditions and past successes is living on its capital and will inevitably become an 
ex1/ ýLl 
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25) In the 11990s, reflecting the period's priorities of access, "a surge of new 
writing" is cited as a key factor in creating new audiences (ACTB 1993a, p. 14). 
References to new plays appear also in a number of general policy and discussion 
documents of the Arts Council. The Glory of the Garden (1984) was concerned 
lim arilY with devolution in the arts funding system. Among its Iýrioritiesfor `` Iýý' s` _te 
tý. 
i %, iL LUI C1 -1-ii vi +i, b theatre, In England" it includes an increase in Lunds for 
new playwriti 
(p" 7). Ho wever, apart from its recognition of the Royal Court 
Theatre's "honoured place in theatrical history" for its presentation of new plays 
and discovery of playwrights (p. 27), the report seems to suggest that the place for 
new theatre writing is in studio theatres rather than on the main stages of 
repertory companies. ' As will be illustrated later in the chapter, the restriction of 
new plays to studio spaces has been one of the particular concerns of theatre 
practitioners over many years. The Glory of the Garden does propose an increase 
in funding for new writing, to be shared with other suggested 
developments in 
Cama. But, in order to finance t lese new activities, 
it also announces +h- hr 
Council's decision to withdraw grants from fifteen theatre companies, including 
some which were themselves producing new work, 
3 "The Council will look to the companies concerned to play a full part in arranging activities 
beyond the staging of productions in their own main houses [... 
] for example, expanded seasons 
of studio work (with particular emphasis on new writing)" (ACGB 1984, p. 
16). 
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These proposed cuts caused uproar in the arts community. Members of the 
Drama Panel resigned in protest and a motion of no-confidence in the Arts 
Council was put forward by forty-two artistic directors (Hewison, pp. 255-256). 
In the event, The Glory of the Garden failed to deliver its promise: it neither 
heralded a new strategy for the arts as a whole, nor resulted in all the threatened 
cuts (Hewison, p. 255, Witts, p. 336). With regard to theatre in particular, the Arts 
Council's own enquiry report three years later, Theatre Is For X411, concluded that 
"overall, the effect of the policy is not yet either to improve the general lot of 
theatres in the regions nor to develop a great deal of new activity" (ACGB 1986, 
p. 11). 4 
In 1990 a major discussion and consultation was initiated by the Minister for the 
Arts, Richard Luce, to produce a national arts and media strategy (which became 
known in its abbreviation as NAMS). The process (co-ordinated by the Arts 
Council, in collaboration with other arts funders) consisted of three stages: 
discussion papers contributed by a variety of writers in 1991 (forty-four in all, 
including one on drama, edited by Paul Barnard, Assistant Drama Director of the 
Arts Council); a draft strategy document, Towards a National Arts and Media 
Strategy (ACGB 1992); and the final publication, A Creative Future: The way 
forward for the arts, crafts and media in England (ACGB 1993b). 
The NAMS consultation process was widespread and taken seriously by the arts 
community. A number of the playwrights' organisations - the Writers and 
Theatres Strategy Group, the Theatre Writers' Union, and New Playwrights' 
' As will be pointed out later in this section, enquiry reports 
do not necessarily represent the 
official view of the Arts Council itself Thus, the critical verdict of the 
Theatre Is For All report, 
and of other commentators, is not reflected in the Arts Council's own assessment of 
The Glory of 
The Garden (ACOB [19859]), which asserted that "the successes greatly outweigh the failures 
(p. 2). 
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Trust - made written contributions (the paper from NPT arising out of a meeting 
it organised of fifty writers). 
However, few new initiatives for supporting new writing appear in A Creative 
Future. One proposal that is included is to provide "funds for centres of 
innovation [... ] where new work [... ] can be developed which in many cases will 
result in public performance, but where the emphasis will be on the process 
rather than on the outcome" (p. 61). It is put forward in the context of a chapter 
on `artistic originality and development', which argues for funding to provide 
artists with "time and space in which to experiment" (p. 56), and for "access to a 
wide range of opportunities to practise their art" (p. 60). In the event, the proposal 
for centres of innovation did not make the transition from paper to bricks and 
mortar. 
This kind of approach was, though, favoured by theatre practitioners as a way of 
developing and supporting new plays and playwrights; and both at the time and 
in subsequent years some initiatives were undertaken by writers' groups and 
theatre companies to operate facilities along these lines or to undertake similar 
kinds of schemes. The Writing House, for example, was set up in 1998 as a 
joint initiative by Theatre Absolute, a small touring company specialising in new 
writing, and the Belgrade Theatre in Coventry, so that writers could work closely 
with directors and actors on a piece of work at any stage of its development. This 
might be at the early stage of exploring an idea or "road-testing and if necessary 
re-working" a script. 5 There would be no pressure on writers to produce for a 
specific timetable, but at the same time the two theatres expressed a commitment 
Chris 
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to seeing the work eventually produced. In a similar initiative, when the Soho 
Theatre in London re-opened in its new building in 2000 it incorporated in this 
development a `Writers' Centre'. Its aim was to support playwrights and new 
writing by providing writers with space in which to work, in addition to its 
programme of workshops, dramaturgical support, rehearsed readings, and 
showcase productions. 
There was a feeling in the arts community that, after all the effort put into the 
NAMS process, not a great deal came out of it. The director of one of the writers' 
organisations remarked that it had been "effectively binned". 6 A similar view is 
expressed by Robert Hewison, who states that the report as a whole "was ignored 
by the Department of National Heritage" (Hewison 1995, p. 263). Certainly, in 
the years immediately after its publication the level of the Arts Council's grant 
(`standstill' for three consecutive years between 1993 and 1996, according to 
ACE's 1995/96 annual report (ACE 1996a)) prevented it from expanding its 
operations in the ways envisaged in A Creative Future. It was left to theatre 
practitioners themselves to put into practice some of the proposals contained in it. 
Policy on new writing naturally features also in those Arts Council documents 
specifically dealing with the theatre. Among the first of these is the 1970 report, 
The Theatre Today in England and Wales. Beyond praising the Arts Council for 
the financial support it is already giving to both the national theatres and the 
regional repertory theatres to produce new plays, this report makes no further 
suggestions for developing and supporting playwrights. Indeed, it questions any 
continuation of the Council's bursaries scheme in favour of giving support 
6 
'lt to i ie author, January' 19 i. 
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directly to theatres, particularly in the form of guarantees to enable them to "take 
a risk" with new plays (p. 40). In fact, as will be seen in more detail later in the 
chapter, this sort of approach was for many years seen by playwrights as 
inadequate, resulting in money `disappearing' into theatres' overall budgets as a 
result of inadequate monitoring of what should have been earmarked funds. 
The next major attempt by the Arts Council to examine theatre provision and 
policy was in 1985, when it set up a working party under the chairmanship of 
Kenneth Cork. The enquiry team considered consultation with theatre 
practitioners to be important to the process: its terms of reference stated that its 
work would be carried out "at all stages involving the profession and its 
representative bodies" (ACGB 1986, p. 1). It received submissions from over a 
hundred individuals, thirty theatre companies, and fifty organisations, including 
writers' groups; held five meetings in association with Regional Arts 
Associations; and visited twenty-two theatre companies. 
The resulting report, Theatre Is For All (also known as the Cork Report), was 
published in 1986. One of its main recommendations is for some theatres to be 
designated as "national new writing theatres", for which activity they would 
receive extra funds (p. 6). In the event, this proposal was received 
"unenthusiastically" by the Arts Council, according to an assessment ten years 
afterwards by the secretaries to the enquiry team (Brown and Brannen 1996, 
p. 373). Theatre Is For All devotes several pages to new work, and emphasises 
its importance for the "international reputation" and vitality of British theatre 
(p. 25). However, it expresses serious concern at the "damage done by under- 
funding", and states that "it is hard to escape the conclusion that the seedbed of 
theatrical development in England is being neglected and dying" (p. 27). Its 
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proposal for national new writing theatres is put forward in this context, along 
with recommendations for putting the work of `project-funded' companies on a 
more secure footing through revenue grants, and for continuing the Arts 
Council's New Writing schemes. 
However, a pertinent point about enquiries such as the Cork Enquiry is that 
although established by the Arts Council, their reports are recommendations 
only, and cannot be assumed to represent the policy of the Arts Council itself. 
In the case of the Cork Enquiry, according to its secretary and assistant secretary, 
an argument was engaged from the beginning over whether the outcome would 
simply be a "cost-cutting exercise" (Brown and Brannen, p. 369). The enquiry 
team took a broader view, not only producing a report which advocated increased 
funding, but operating with terms of reference which also considered the 
"creative [and] philosophical" needs of both theatre companies and theatre as an 
art form (ACGB 1986, p. 1). In the event, the Arts Council "scotched at once" 
one of the report's recommendations and took up some of the others "only in a 
limited sense" (Brown and Brannen, p. 371). 
In 1996 the Arts Council (by this time, reorganised as the Arts Council of 
England) published its first dedicated policy statement on theatre. The Policy for 
Drama of the English Arts Funding System was produced out of a process of 
consultation that began with a `Green Paper' which, according to the Council's 
annual report for 1994/95, was "Itself based on extensive consultations with 
Regional Arts Boards [... ] and practitioners" (ACE 1995, p. 20). The published 
policy document contextualises its strategy in an introduction that details the 
"crisis" affecting theatre in England and its adverse impact on new writing, (pp. 2- 
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3). It thus includes in its aims the support of new writing and its production, and 
support for playwrights themselves. 
In a section specifically on new work, the document emphasises that new writing 
is "a priority" which is "essential to the continuing vitality and cultural relevance 
of drama"; and it argues for sufficient resources to be made available for such 
work to be properly developed as "a part of the programme of work of all 
companies" (p. 16). Such resources include funds for research and development - 
allowing artists to "have more opportunity to experiment without the obligation 
to create a `finished product' ", and for the longer rehearsal periods that are 
widely recognised in the theatre community as being necessary for the 
production of new plays (pp. 16 and 26). 
The document concludes by setting out its priorities for attention, though most of 
those related to new work are rather vague assertions, such as the aims to 
"support the process of creating new work" and to "give greater priority to the 
need for long-term support in the development of new work" (p. 27). 
In 1999 the Arts Council set up another enquiry into theatre whose impact was 
more significant than that of earlier enquiries of this nature, both in terms of its 
influence on Arts Council policy and in its effect on the funding of theatres and 
theatre companies. The Council brought in a firm of consultants, Peter Boyden 
Associates, to review regional theatre provision under the guidance of a steering 
group made up of arts funders and theatre practitioners. Initially focused on the 
fifty English regional producing theatres, its investigation broadened into a 
consideration of what it termed "the wider theatre ecology" (Peter Boyden 
Associates 2000b, p. 4). This change of emphasis was the result not only of the 
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enquiry's investigations, but also came out of the consultation process. As a 
consequence, although the data presented in the report is drawn only from the 
regional theatres, the conclusions are applied more widely. 
In relation to new writing, its scarcity is seen as one of the symptoms of the 
decline of theatre more generally (2000b, p. 20), and its development as a key 
component of the future "health of the theatre and [... ] the wider creative 
industries" (2000b, p. 37). Specifically, the report seeks to make it possible for 
theatres to commission new plays as a matter of course, and to offer services 
such as rehearsed readings to develop new writing. 
The Boyden review produced two reports, in January and May 2000; and 
initiated a widespread consultation process. Interwoven with this procedure, the 
Arts Council itself reviewed its national theatre policy. Based on the findings of 
the Boyden report, it produced first a discussion paper in May 2000, The Next 
Stage: Towards a National Policy for Theatre in England, and then a final policy 
document in July the same year. A short and largely aspirational statement, it 
makes no reference to new writing per se, referring only to the all-embracing 
term of "new work" in its overall priorities (p. 3). `New work' of course may 
include new approaches to very old work. The National Policy thus offers a 
rather blunt instrument for developing strategies and action on new playwriting. 
The greater immediate impact of the Boyden review lay in its proposal for 
increased funding, which was taken up by the Arts Council whose Chairman 
argued for £25million to "bring about a true transformation", in which he 
included "encouragement of living writers" (Robinson 2000, p. 14). In a short 
space of time this demand had been agreed to by the Government and, after a 
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convoluted process of negotiation between the Arts Council and the Regional 
Arts Boards, announcements were made in March 2001 that most of the regional 
producing theatres and a small proportion of small-scale companies had been 
awarded increases in their annual grants (some receiving large percentage 
uplifts). In terms of both the Arts Council and RABs' intentions, and theatre 
companies' plans, these rises were expected to lead to an increase in new theatre 
writing. 
In conclusion, Arts Council policy on new theatre writing can be seen to have 
begun from the earliest days of the Council, with an implicit attitude of support 
for new plays, and to have developed into a series of funding schemes. These 
schemes included support both for writers through commissions, bursaries, 
residencies, and awards, and for theatre companies in the form of production 
costs for new plays and (for a time) second productions. Funding support was 
also provided for a short while for writers' organisations and writing 
development activities, but these did not survive financial cutbacks. The Arts 
Council's policies also recognised the additional demands made by new plays, 
particularly for longer rehearsal periods. At times, and with varying degrees of 
sophistication, the Council has also attempted to provide an explication of the 
importance of new playwriting to the future of theatre, which lies behind its 
promotion of these schemes. We have also seen, however, that many 
recommendations made in enquiry reports, and even in final policy documents, 
have not been enacted. 
Thus, for the most part, the focus of Arts Council policy on new playwriting has 
been the provision of financial support for individual writers and production 
costs for theatres. Such support has been welcomed by theatre practitioners, and 
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defended by them when under threat; but they have also sought to widen this 
focus. Playwrights' associations have campaigned for financial support for their 
own organisations' work with writers and theatres; literary managers and theatre 
directors have argued for new approaches to the Arts Council's new writing 
schemes to allow for different activities to be supported as well, such as 
collaborations between building-based and touring companies, young people's 
writing workshops and showcases which bring together new and experienced 
writers, experimental work involving theatre writing with other media; and 
practitioners have also made suggestions for funding to be given to activities not 
directly leading to commissions and productions, such as workshops, and `script 
centres' where play scripts might be reproduced and archived. Some of these 
have in fact been taken on for some periods in the Arts Council's history, but 
have then been the victim of funding cuts. Others have either simply not been 
accepted or their potential has not been grasped. Theatre practitioners have 
therefore continued to argue for improvement and change in the Arts Council's 
new writing policies. 
43 Theatre Writing Policies: Regional Arts Boards 
Theatre policies are also produced by the regional arts funders. These include 
policy statements, studies of theatre provision in particular areas, reviews of 
policy and funding schemes, and consultation documents on specific aspects of 
theatre policy. Unsurprisingly, they vary from region to region, both in quantity 
and focus. It is not feasible here to give an account of all these documents, but a 
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sample of those available in one year? will indicate the range of approach and 
content in such reports. 
A Review of Theatre Provision in the North-West of England was published by 
the North West Arts Board in January 1997, and came out of a consultation 
process that ran through 1995 and 1996. The final report is a wide-ranging 
document which surveys the theatre activity in the region, including the work of 
the regional playwrights' organisation, and sets it in the context of funding cuts 
in the arts, as well as in the particulars of the region (such as local institutions, 
events and communities). It also considers issues such as artistic quality and 
audiences. It concludes by outlining a strategy and making recommendations for 
action. These include a section on new writing "without which the theatre 
stultifies" (p. 40). It also proposes that an annual audit of new writing in the 
region should be undertaken and that assistance should be given to "the process 
of further exploiting new work generated in the region" (p. 40). Finally, the 
report stresses that its strategy cannot be further developed or put into action 
without "full endorsement" by the other bodies and individuals active in the field 
(p. 43). 
In the same month, January 1997, South West Arts produced what it described as 
an "issues paper" which was specifically on new writing for the theatre. Its aim 
was to widen a consultation that had already begun between the RAB and writers 
in the region. The result of this process was a short document, New Theatre 
Writing [1998], which encompasses a policy statement and a five-year strategy, 
as well as information about funding schemes, resources, and writers' 
7 Some of these reports were collected by the author during research for the Saison Foundation 
chapter (Woddis 1997). 
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organisations. The policy statement affirms the importance of new writing in 
"helping to ensure that Theatre remains a living and vibrant art form"; it is "the 
equivalent of research and development in industry. " The document also puts 
forward a wide-ranging and detailed set of aims, including "increas[ing] the 
amount, diversity, and quality of new writing", ``providing more training 
opportunities for writers" and offering more funding for new writing (although it 
goes on to refer to the funds it has available itself as "modest" (p. 6)). It advocates 
developing links with writers' organisations, and reflects many of the recurring 
debates among those working in this field. The strategy ends with some very 
practical plans of action for the following year, including the production of a 
directory of theatre writing opportunities, policy agreements on new writing with 
the theatre companies funded by the Board, support for a writer's group in the 
region, and press campaigns to promote new playwriting. 
In contrast, the theatre policy statement of South East Arts at that time comprised 
simply a short introduction briefly describing the position of theatre in the region 
and setting out the Board's priorities, including a commitment to "new and 
interesting work of high quality", and an outline of its three new funding 
schemes (SEA 1996). 
In terms of the content of the Regional Arts Boards' policies, a snapshot of the 
RABs in one year (Woddis, 1997) indicates that they all, even if on only a 
rudimentary basis, had policies for new writing for the theatre. All the RABs 
gave their support to new writing through their funding of theatre companies who 
themselves presented new work as part or all of their programming, and 
encouragement was also given to companies to increase the level of their 
involvement in new work. In addition, RABs had their own schemes to support 
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new writing for the theatre, which included funds for commissions and 
productions, script-reading services, and dramaturgical support. 
Thus, at that time, three Arts Boards had commission funds, which enabled 
regional companies to apply for a grant to commission a new play; and two 
provided funds for the production of new work (with one of these being 
specifically for plays by writers from ethnic minority communities). Two of the 
Boards ran a script-reading service through which playwrights living in the 
region could submit their scripts for professional appraisal, and receive 
development help or, if the work was of sufficient quality, advice as to how they 
might get their play performed. Southern Arts also gave funds for developing 
audiences for new work and supported a theatre writing festival for young 
people; while South West Arts funded a literary manager for a consortium of six 
regional theatre companies. 
Collaboration with local playwrights' groups and theatre companies was a 
feature of a number of the RABs' work on new writing, exemplifying aspects of 
developments in governance, as discussed in Chapter 3. For example, the reports 
to writers submitting plays to East Midlands Arts' script-reading service, Write 
In, were also sent to all the theatre companies operating in the region, for them to 
make use of, while several Boards supported local and regional playwrights' 
organisations with advice or grant-aid to enable them to carry out functions that 
the RABs wished to see taking place. 
However, and at first sight somewhat surprisingly, my research found that there 
was an element of reluctance by some of the regional arts funding bodies to 
attribute any positive impact to their policies. One reason for this reticence is that 
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the scale of many of the activities was so small as to make it difficult to tell 
whether their impact was of any significance in the overall statistics. For 
example, when asked about the effect of their commission scheme, Stagewrite, 
on the production of new plays in the West Midlands, the RAB's Drama Officer 
found it difficult to assert any specific impact on the level of new playwriting in 
the region with certainty, because the numbers receiving Stagewrite funding were 
so small (Woddis 1997, p. 44). Similarly, the view of the Eastern Arts Board's 
drama department then was that they were able to make available such a limited 
amount of money for their Commission Fund that the impact was inevitably not 
very great (ibid. ). Some of the RABs also admitted to difficulty in assessing the 
success of their strategy because milestones were not set against which progress 
could be monitored, or because they had not gathered sufficient information 
about the situation before the introduction of their schemes to make comparison 
possible (Woddis, pp. 44-45). 
Nevertheless, the RABs continued to provide a range of support for the 
development of new theatre writing; and these have benefited at least some of the 
writers, theatre companies, and writers' organisations in the regions. But at the 
same time both the scope and scale of these policies have - like their national 
counterparts - been the subject of economic pressures and of criticism. With 
regard to the economic pressures, RAB schemes have been curtailed, sometimes 
drastically, as a result of funding cutbacks. 
The wide range of regional funding arrangements was one of the reasons given 
for the need for major re-organisation of the Arts Council in 2002-3, which 
ended the independent existence of the RABs. Under the new structure there is 
no longer the variation in funding schemes among regions: instead there is a very 
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much reduced number of different national funding awards, which are operated 
and available in all regions, although it remains to be seen whether new plays and 
playwrights will benefit from this change. However, there is still scope for the 
regional offices of the Council to develop their own policies on new writing, and 
this is already being embarked on (the North West office, for example, 
commissioned an investigation into the provision and support of new writing in 
its region for this very purpose (Loretto and Wilson, 2003a)). In this new phase 
of arts funding and policy, practitioners will have to adapt and develop ways of 
influencing policy, as they have done in the past. 
4.4 Theatre Writing Policies: Local Government 
Local councils have become key funders of the arts in England, but this has not 
always been the case, since cultural provision is not a statutory duty at local 
government level. From 1948 local councils have been permitted, but not 
obliged, to spend up to sixpence per household on the arts; and the failure of 
many councils to do so is noted in early Arts Council annual reports (ACGB 
1951, p. 34; 1954, p. 8), especially their lack of support for local theatres (ACGB 
1960, p. 27). By the mid-1970s it was being observed that "we are still a long way 
from raising one-half of [the total possible] amount from local authority sources" 
(Redcliffe-Maud 1976, p. 102). Although the sixpenny limit was removed in the 
1972 Local Government Act, the effects of recession and government cuts from 
the late 1970s meant continuing restraint in local government funding of the arts. 
As a result of these factors, financial support of the arts has been extremely 
variable across different local authorities. Nevertheless, by the end of the 1990s 
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local government expenditure was estimated to represent about fifty per cent of 
total public spending on the arts (ACE 2000a, p. 15). 
A more coherent approach to arts and culture by local authorities was stimulated 
at this time as a result of a number of factors. These included encouragement by 
national government (for example, in the 1991 Audit Commission report on local 
authorities and the arts) and partnerships with RAAs and RABs which developed 
arts officer posts and a range of "arts audits, studies and arts plans" (Bond and 
Roberts 1998, pp. 1-2). From a situation where local government "commitment 
and approach to cultural policy varies greatly, and is inadequate as a whole" 
(Kawashima 1997a, p. 32), by the late 1990s most local authorities had produced 
a policy or strategy for the arts. Further impetus was provided by the publication 
of the DCMS's consultation draft of guidelines for developing local cultural 
strategies in early 1999 (DCMS, 1999a), followed by the final guidance 
document in 2000 (DCMS, 2000). 
The support given by local government to theatre consists of several strands: the 
Arts Council lists thirteen ways in which local authorities support the arts in 
general (ACE 1996b, p. 23), and theatre benefits from several of these, especially 
through direct provision (for example, of theatre buildings) and in grants to 
theatre companies and theatre projects. Indirect support may come through 
participation in arts festivals organised or promoted by local councils, and the use 
of council-run buildings and services. 
In terms of the content of local authority cultural policies, these (like national 
government policies) are often concerned with objectives that are not artform- 
specific - such as cultural diversity, urban regeneration, raising the profile of the 
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city nationally and internationally - and are rarely concerned with the content or 
form of the arts they fund. In the words of the Boyden Report they "tend to fund 
theatre for added value rather than from a commitment to drama as art" (Peter 
Boyden 2000b, p. 13). Where theatre is mentioned specifically in local cultural 
policies it may be in terms of a general exhortation for theatre companies to 
widen access to theatre productions, to work closely with schools, or to strive for 
high quality. In general, therefore, the arts policies of local authorities affect the 
activities and capacities of arts organisations by the broader priorities and goals 
they set, rather than by setting out directions for the artform itself 
However, there are exceptions to this general rule. Some local cultural strategies 
are more specific about their objectives for theatre (and indeed for other artforms 
too). For instance, Newcastle's consultation draft, produced in 1999,8 states that 
it will "encourage the work of local [... ] playwrights [... ] through specific events 
and activities" (p. 16) (though this is lost in the subsequent process of 
Newcastle's collaboration with Gateshead to bid for European Capital of Culture, 
which resulted in a joint cultural strategy, Building Bridges [2001/2]). Coventry's 
draft strategy (at the time of writing there is not yet a finalised version) states that 
one of its "ambitions" is to "invest in and support innovative and experimental 
creative work" (2002, p. 12). 
The programming and artistic decisions of individual theatre companies can be 
influenced through the input of council officers and councillors who commonly 
sit on the management boards of council-funded theatre companies. Clearly it is 
not possible for them to attend the meetings of all the arts organisations funded 
JCVviäjit, %-iij Council, il, 
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by their council: it is most likely to be the larger companies or those facing 
particular difficulties or changes who will have regular attendance from a local 
arts officer or councillor. 
There have also been rare occasions when local authorities or individual 
politicians have taken exception to the artistic content of a particular artist's or 
company's work. In 1982, for example, councillors on South Yorkshire County 
Council refused to give support to the production of a Trevor Griffiths play on 
the grounds that "it was racist in result if not intent [... and] contained pit 
language". 9 Local councillors also occasionally played a similar role in Regional 
Arts Associations: a Conservative councillor was the prime mover of the decision 
in 1977 by North West Arts Association's management council to cut the grant 
of the theatre company North West Spanner, on the grounds that it was, in the 
management council's view, "a `Marxist revolutionary' company" (Itzin 1980, 
p. 293). 1° The closure of the Worcester Swan Theatre in 2002 was the result of 
the council's criticism of the theatre's whole approach, with the leader taking the 
view that adequate theatre could be provided by volunteers rather than "costly 
professionals", and that it was unnecessary to have a producing theatre with 
outreach programmes and a commitment to new writing. 
11 
For the most part, however, the outlook of local authorities seems to be that 
artistic decisions do not fall within their remit, and their arts policies reflect this 
approach. This general view is summed up by one of the local arts officers 
interviewed who stressed that "what we're not going to do is [... ] pretend that we 
9 Theatre Writers' Union Newsletter, September 1982, [p. 26]. 
1c The RAA's drama panel, however, were in support of the company, the Arts Council also gave 
its support, and a large number of theatre practitioners (theatre companies, writers' organisations, 
Liiý, atrc managcrnLnL aSSoClailvi1S, 
and £ quiiy) SP01 Güi wv. I <« uýCt 1Oii was i v'ýrSCu. 
11 `Fighting to Save the Swan', Staging Post, Winter 2002, Issue 19, p. 1. 
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are the artistic directors of those [artsl organisations [.. 11. That's not our role". ` 
So although a local authority might expect arts organisations to help it pursue 
broad goals such as access, it would not be likely to demand that a theatre, for 
example, should pursue a particular artistic programme to fit in with the council's 
objectives. 
The next part of this chapter discusses issues concerning theatre writing policies 
which have been the focus of particular concern among theatre practitioners, and 
on which they have sought to make an impact. They provide an illustration of the 
range of policy issues taken up by practitioners, covering immediate concerns 
about funding as well as artistic matters and questions of repertoire. The 
following paragraphs also begin to indicate the variety of ways (which will be 
examined more fully in the following chapters) in which theatre practitioners 
have intervened in policy debate and development. 
4.5 Key Issues in Theatre Writing Policy 
The effectiveness of the arts funding system's playwriting policies has been 
restricted in many cases because the funds available for new writing are on such 
a small scale, especially at a regional level, and appear to be particularly 
vulnerable to funding cuts. Criticism has also been levelled by theatre 
practitioners at perceived limitations in the content and approach of the policies 
adopted. The activities of playwriting organisations, which are considered in 
more detail in the succeeding chapters, have therefore focused on both 
12 interview by the author, July 1999. 
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influencing the scope and focus of those policies, and increasing the amount of 
funding available to support new writing. 
The last sections of this chapter therefore consider the financial issues relating to 
new writing policies, and then go on to investigate some of the significant 
thematic debates that have emerged. These are the relationship between writer 
development and play production; the role of studio theatres in developing or 
limiting new work; and box office risk in relation to new plays. 
4.5.1 Financing Theatre Writing 
A major component of both the Arts Council's and the Regional Arts Boards' 
policies on playwriting has been financial. This is partly, of course, because 
policies cannot often be implemented without some expenditure; but it is also 
because a large part of those policies are actually about providing funds: 
commissions, bursaries, production costs, royalties. However, the sums available 
for new writing have often been limited, and have been particularly vulnerable to 
fluctuations in grant-aid. 
It was both these factors - of grant support being both low and variable - which 
led to the demands of the Theatre Writers' Union in the 1970s for `a living wage' 
(Itzin, p. 306-7), and which have caused concern amongst playwrights and theatre 
companies in the years since. It has been widely recognised both that writers 
have been remunerated inadequately: "even some of our most internationally 
respected writers have not profited much by their stage work in England" 
(Barnard 1991, p. 42); and that theatre companies have frequently faced 
difficulties in financing new plays. Because, historically, arts funders have 
committed the major part of their funds to revenue support for institutions 
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(following the Arts Council's early decision to support arts institutions rather 
than individual artists), the remaining sums available for one-off and un- 
committed support have been not only relatively small, but also the only flexible 
part of the budget that can be cut when grant-aid does not rise. 
Thus, from 1977/78 to 1985/86, there was a 66% fall (in real terms) in the Arts 
Council's drama spending within the category of new writing, bursaries and 
support organisations (ACGB 1986, p. 101). In 1993, when the Arts Council's 
Treasury grant increase was less than the rate of inflation, the Theatre Writing 
Committee faced an 18% drop in its funding as a result of the Arts Council's 
decision to prioritise grants to its regular clients. The Committee therefore 
decided to cease funding writers' workshops and playwrights' organisations, as 
well as assistance for second productions. 13 
Even more dramatically, the Eastern Arts Board's Commission Fund (shared 
among music, dance and literature as well as drama) suffered a major reduction 
from £56,978 in 1994/95 to £1,615 in the following year when severe cuts in the 
Board's overall grant resulted in it concentrating its funding on protecting its 
regular clients. In 1996/97 it had risen again to £27,520, but by the next year it 
had fallen once more, to £ 16,380. According to the RAB, the scheme was not 
widely advertised as so few could benefit from it. 
14 
Concerns over the small amount and vulnerability of new writing funds had been 
compounded during the 1980s when the economic stringencies outlined in 
Chapter 2 impacted on theatre production. During the second half of the decade 
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14 Telephone interview by the author, NIav 1997, during research for Saison Foundation chapter. 
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new plays as a proportion of the repertoire in subsidised building-based theatres 
fell from an average of 12 or 13% in the three preceding four-year periods to 7% 
in the 1986-90 period (Brown and Brannen, p. 381). In some regions the 
proportion dropped even lower, with three regions having only 1%, and one 
having no new work at all (Barnard 1991, Table 3. ) Although comparable 
figures showing the actual number of productions and performances over the 
twenty years from 1971 to 1990 are not available, those that do exist suggest that 
they declined during much of the period. Statistics based on information from 
thirty theatres show that there were 22% fewer productions in 1984/85 than in 
1971/72, and later information from another sample of twenty-six theatres 
indicates a continuation of that trend (Feist 1996, p. 37). It can therefore be 
concluded that not only was the proportion of new plays declining, but also the 
number. 
As outlined in Chapter 2, a significant shift in political ideology was initiated by 
the Conservative governments of Margaret Thatcher. Theatres found themselves 
operating in a general climate which was hostile to cultural innovation and 
radicalism. In the context of the funding difficulties of this period, it therefore 
seemed safer for theatres to concentrate on work which was assured of an 
audience and which did not frighten off sponsors. Musicals and adaptations of 
well-known novels in particular increased their share of the theatre repertoire at 
this time. Musicals rose from 8% of the repertoire at the beginning of the 1980s 
to 12% by the end of it, while adaptations increased markedly from 5% at the 
beginning to 20% by the close (Brown and Brannen, p. 381). Thus, as new play 
production was falling, these `safer' forms of drama were increasing. 
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Another issue concerning the financing of new theatre writing, particularly in the 
1980s and 1990s, has been the way in which funds for the production of new 
plays are allocated. From the 1950s, as we have seen earlier in this chapter, 
companies could apply for funding specifically to produce a new play. After 
1980 this arrangement was altered so that for those theatre companies in receipt 
of annual subsidy a part of their grant was instead supposed to be dedicated to the 
production of new writing. However, there was criticism that in actuality theatres 
were not paying writers at the recommended rates, or that these sums became 
swallowed up altogether in the general running costs of the theatres and so 
disappeared as a pool from which new plays could be produced. 
The newsletters, minutes, and correspondence of the Theatre Writers' Union 
(TWU) contain repeated references to their concern that theatres were not using 
their earmarked sum for new writing, or were not paying a proper rate, and that 
the Arts Council was not checking whether they did. In 1983 TWU, along with 
representatives from the Writers' Guild of Great Britain and the Society of 
Authors, held a meeting with members of the Arts Council's New Writing 
Committee and Drama Department officers, at which this matter was discussed, 
and it was recognised that the system "was not working satisfactorily". 
" This 
failure was illustrated during TWU's negotiations with the Theatrical 
Management Association (TMA), when the TMA representatives had to ask for 
an adjournment in order to study a copy of the Arts Council's funding schemes 
(lent to them in the meeting by TWU) as they had been "unaware" of the 
minimum rates contained therein. 
16 The matter was raised again at another 
meeting with the Arts Council, and the New Writing Officer, Mark Everett, 
'` TWU Newsletter, May 1983, p. 1. 
'° TWU internal notes of meeting with TMA, 23`d 
November 1983. 
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informed the writers' representatives that the Council would be setting up a new 
reporting system, and would not give theatres more funds for new plays than they 
actually spent. '7 Clearly the problem persisted, as a subsequent TWU newsletter 
refers to the union's "dual approach to the underpayment of playwrights", which 
involved it taking up individual cases where playwrights had been paid below the 
recommended level, while at the same time "pressing the Arts Council to police 
[ 
... 
] properly" 18 
It was "anger" over the Council's approach to new writing which was a 
significant cause of "one of the most serious revolts in [the Arts Council's] 
history", when in 1985 members of the drama panel resigned in protest and 
theatre directors held a press conference to express their lack of confidence in the 
Council after the publication of The Glory of the Garden. 19 11 Alaun throughout 
the theatre world" was noted as a result of the fall in the number of new plays 
being presented overall, and because the Arts Council's policy was resulting in 
"the responsibility for new writing being carried by at most a dozen theatres". 20 
This matter continued to be of concern in the 1990s, even though, in his three- 
year proposals for drama from 1994 to 1997, the Arts Council's Drama Director 
Ian Brown refers to the "earmarked sum" contained in every regional theatre's 
grant "which is intended for the commissioning of new works" [p. 6]. 
21 Despite 
this assertion, the precariousness of new writing support within theatres was 
confirmed by theatre workers like the literary manager of West Yorkshire 
Playhouse who stated that "the first things to go when money is tight are 
17 TWU News Sheet, [December 1983], [p. 3]. 
is TXXRT'I1=: as Sheet [April 1984], [p. 11]. 
19 Nicholas de Jongh, `Theatre revolt over `political' Arts Council', Guardian, 1s` March 1985. 
20 Robert Hewison, `Case of the disappearing nlaywriöhts'; Sunday Times, 26th May 1985; n 41, 
21 Ian Brown, Drama: Three-Year Plan 1994-97, August 1993 (ACGB). 
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provisions for unsolicited work and funds for commissioning new plays". 22 South 
West Arts also pointed out that "No guidance was given as to the level of new 
work that was expected, and the requirements on those companies - if in fact 
they existed at all - have never been clarified" (SWA 1997, paragraph 21). 
Playwrights' organisations were also worried. Minutes of a Theatre Writers' 
Union meeting in March 1994 refer to a meeting with the Arts Council's Theatre 
Writing Officer at which "the subject of how funds for new writing to theatre 
were monitored was discussed". In November that year, eighty-six playwrights 
signed a letter to the Guardian urging the subsidised theatres to produce more 
new plays because of the "drastic decrease in the number of new plays being 
produced [... ] and also in the proportion of their budget each theatre spends on 
new plays". `3 
On occasions like this the response of the writers' organisations indicates a 
concern that, while commensurate with, nevertheless goes beyond, their own 
particular interests to a wider public benefit. Thus, the Theatre Writers' Union 
reacted to the Arts Council's 18% cut to the Theatre Writing budget in 1993 by 
pointing out that "this is not consonant with any medium or long-term strategy 
for theatre in Britain", 24 The concerns of the Guardian signatories were echoed 
the next day by Michael Billington, the paper's theatre critic, who referred to 
"the crisis currently affecting British theatre: the sense that it is slowly turning 
into a dusty museum [::: 1» 
25 
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24 TWU Executive Committee minutes, 6th March 1993. 
25 Michael Billington, `87 deadly sins', Guardian, 22"d November 1994, G2, p. 5. 
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One of the over-riding concerns of playwrights thus became the need to increase 
the numbers of new plays being performed, and to provide support to writers in 
the absence of a theatre environment in which new plays could flourish. On the 
one hand this led to pressure on both funders and theatres to focus more on new 
playwriting, and to demands for better funding; while at the same time it 
increased playwrights' realisation that they needed to organise themselves to 
achieve these aspirations. The formation and activities of writers' groups are 
examined in more detail in the next chapter. 
4.5.2 New Writers or New Writing? 
One issue which has been the focus of considerable debate is that of development 
versus production, or what has also been framed as the question: new writers or 
new writing? The point debated is whether resources should be put into 
developing the skills of writers, regardless of whether their work is subsequently 
produced, or whether the focus should be on ensuring that plays reach production 
by theatre companies. 
Many of the playwrights' associations have provided developmental support to 
playwrights, including script-reading services, mentoring, writers' groups, 
workshops, and rehearsed readings. For some of the groups, development has not 
only been fundamental to their work but they have also emphasised the 
importance of separating it from production, of removing the pressure of a 
production date: "The fact is that in the end the workshop cannot function merely 
as a proving ground for new work, with an emphasis on bringing every play to 
full production. It must maintain the exploratory role" (Brown 1984, [p. 2]. 
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The reasons for this are to benefit the development of both playwrights and 
theatres. The former are given the opportunity to see their ideas put `on their 
feet', with professional actors and directors bringing their expertise to bear on the 
script. In this way writers learn more about the craft of playwriting, as well as 
receiving insight into improving the particular play under development. For 
theatre companies it is seen as being "a valuable means through which the theatre 
can carry out the research and development that will allow it to maintain itself 
and to grow" (Brown, 1984 [p. 2]). This view is shared by Chris O'Connell, the 
Artistic Director of the new-writing company, Theatre Absolute, who sees the 
establishment of the Writing House in Coventry (referred to above, section 4.2) 
as giving "space to say `what if, to have the space to fail and to try things and to 
26 experiment". 
Nevertheless, ventures like the Writing House do still have a commitment to 
produce; so even though they may develop work with a writer over a long period, 
eventually a play will be presented on stage. It is important to note, too, that 
although the playwrights' organisations have argued for the importance of 
development in its own right, they are also committed to making a link between 
this and production. Groups like Stagecoach!, the West Midlands playwrights' 
association, and North West Playwrights often count their successes in terms of 
the number of writers who have been commissioned by theatre companies after 
having been supported by their development activities. In its report of its first set 
of workshops, Stagecoach! described its "foremost" aim as "seeing our plays 
programmed into our region's theatre buildings". 
27 But the developmental work 
Inter ievw by the author, October 
1999'. 
27 Stagecoach! Organising Committee, Report of Stagecoach! 199", June 1992, p. 16 (West 
Midland; Theatre `. Writers' Union). 
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of the playwrights' organisations has not always led to productions. The reasons 
for this have been a matter of debate. 
Some of the playwrights' associations suggest that there is not enough interest 
from theatres and theatre companies in taking up playwrights' work, even when 
it has been presented for view to the theatres (for example, in rehearsed 
readings). When North West Playwrights was first established, in the early 
1980s, one in three of the plays which it developed were being produced. 
However, by 1999, the Director of North West Playwrights was expressing 
concern that very few of the plays workshopped in the intervening years had 
been produced by theatres in the region. She felt that this might be due to the 
theatres feeling a lack of `ownership' of the plays, because they were developed 
28 by the playwrights' association rather than by the theatres themselves. 
Some Regional Arts Boards voice concern about the balance between 
development and production. South West Arts for example, while stating its 
commitment to supporting writers' groups and providing training and 
development for playwrights, nevertheless warned that "developmental work 
with writers of promise should not be seen as an end in itself There is no 
purposeful movement unless it is towards a goal. And that goal is full 
professional production" (SWA [1998], p. 6). It has therefore been suggested that 
the lack of productions is a result of playwrights' associations concentrating too 
much on playwright development, rather than on securing productions of their 
plays. This view was put forward by the Drama Officer of Yorkshire and 
Humberside Arts, 29 who expressed the opinion that Yorkshire Playwrights had 
29 
conversation with the au«LO-I, ianuary ý. ý.. 
29 Yorkshire and Humberside Arts was renamed as Yorkshire Arts in early 1999. 
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focused on developing the craft of playwriting, but not on getting plays 
produced. 30 As a result of this concern, their grant was halved by the RAB in 
1998, and a process of consultation initiated to produce a policy which would 
benefit both writers and theatres. The Drama Officer referred to the need to 
"make a leap from script to production". 31 
A further aspect of the debate is the theatres' assessment of the quality of plays 
on offer through the development work of the playwrights' groups. There has 
been a feeling among some theatres that the support activities undertaken by 
playwrights' organisations has (inevitably perhaps) become focused on new and 
developing writers, with the effect that the standard of work produced is less 
likely to be sufficiently high for a professional theatre company to consider 
presenting. 
This was the case in Yorkshire in the late 1990s when Yorkshire Playwrights 
experienced problems with its script-reading service: ninety per cent of the 120 
to 150 plays it received each year were of poor quality, and the most experienced 
writers were having their scripts read directly by the theatres rather than 
submitting them to the playwrights' organisation. In 1998 Yorkshire Playwrights 
therefore initiated a playwriting competition, called `Mainstage', in an attempt to 
tackle this problem. Five play proposals would be selected to receive £500 each, 
to enable the writers to complete a first draft of a play for full production on the 
main stage of a regional theatre. Only writers who had already had at least two 
professional productions were eligible to submit scripts. Even with this entry 
qualification the `Mainstage' scheme failed to find any plays of sufficiently high 




quality for the theatres to consider. After lengthy consideration, the three 
-judges 
(directors of major building-based theatres in Yorkshire) reported that they were 
unable to make an award to any of the submissions as none of them "fired us 
with sufficient collective enthusiasm [... ]. We were ultimately unconvinced that 
any of these ideas, in the form in which they were expressed, had a genuinely 
viable future as a play on the main stages of any of the region's theatres. -32 
As a result of these concerns, there has been a withdrawal of support for 
playwriting organisations by some of the funders, and a move to create new 
forms of new writing organisations. A paper produced in 1999 by the Arts 
Council Drama Department on its theatre writing strategy included an appendix 
that specifically focused on the question of development work, and asserted that 
"priority should be given to theatres and companies that produce plays, rather 
than workshopping or umbrella groups and other non-producing agencies. , 33 At a 
regional level, West Midlands RAB proposed ending financial support for 
Stagecoach! in 2001, with one of the reasons being a wish to bring development 
and production closer together by deploying funds differently. 34 
However, another aspect of the situation which needs to be considered is the 
wider political and economic context in which these developments have taken 
place. As already discussed, the 1980s and early 1990s saw sharp pressures being 
exerted on British theatre for both economic and ideological reasons, and this 
brought a steep decline in the proportion of new plays in the repertoire. This in 
32 j j. B j+rn AT h 1ßiäIQ r'ý1 
: VEbb'iiiif f (nCWSIC. t i of . ksiirC1layWrigiiLý) 1vo iiucr ii ii, 
p. L. i. 
33 [Drama Panel Working Party], Background to the Theatre Writing Strategy, 1999, p. 19. (ACE, 
unpuhli,, hed paper 
) 
3 In fact, after pressure from the region's theatre community, West Midlands Arts (WMA) 
continued Stagecoach''s funding while it reorganised itself. The new organisation, Script, was 
then also funded by WMA. 
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turn affected the playwrights' organisations -a fact recognised by writer Graeme 
Rigby in his report on playwriting in the northern region. He makes the point that 
the Northern Playwrights' Society had actually "resisted support for playreadings 
[... ] believing it more important to channel resources into commissions", but as 
openings for productions declined, more development projects were set up. He 
also points out that at this stage there was support from arts funders for such 
activities (Rigby, [1995], pp. 7-8). 
While the arts funders gradually questioned this route of development, there 
remains a conviction among playwrights' organisations that this kind of 
developmental work is still needed, and there is evidence that these services 
continue to be in demand. 35 It is also significant that a number of theatres now 
provide these services (cf Appendix 3); and, as indicated earlier, some RABs 
have also provided development services themselves, such as script-reading 
schemes and script `surgeries'. 
Thus the issue should perhaps be framed in a different way: rather than being 
development versus production, it is a question of how the two can be linked, 
while at the same time maintaining a role for the development of writers and 
their writing without the pressure of production. The relationship between 
development and production continues to be a matter for debate in which 
practitioners play an important role; and illustrates the concept of long-term 
policy change, involving a wide range of policy actors, that was brought forward 
in Chapter 1. Policy is not simply a matter of a single decision which is then 
35 For instance, states that 
`Ü constant, theme 
r n. -. sir 
1"ß orS. is the 
11\ýVJi\lVr 
of Stagecoach! JLUILül uiJIL5 Iilelily V1 j 
the desire for more regular events such as workshops and script readings". Staging Post Issue 5, 
New Year ? 999, p 2. 
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implemented, but evolves over time, with all the participants contributing 
towards its development in a dynamic process of activity and change. 
4.5.3 New Plays and Studio Spaces 
A recurrent matter of policy discussion focuses on the theatre spaces in which 
new writing is presented. As indicated earlier, new plays have frequently been 
performed only in studio theatres. The reasons for concern are both because these 
small spaces can be seen as less significant than main stages and large 
auditoriums, and because writing for the small-scale is regarded by theatre 
practitioners as limiting in terms of the content and form of plays themselves. It 
is felt that it is more difficult (though not impossible) to write plays that deal with 
large social issues if they are performed in small physical spaces - and therefore, 
usually, also with a small cast. In the opinion of playwright David Hare, the 
"studio theatre syndrome [... ] encourages playwrights to think small and write 
unarbitiously"36 -a view repeated by other practitioners during my research, 
including literary managers and theatre directors. 37 Understandably, writers also 
want to reach larger audiences than the one or two hundred that are common to 
studio theatres. 
Studio theatres began to be built in greater numbers in the 1970s, as a response to 
the alternative theatre movement which sought to present its plays in non- 
theatrical venues and to break away from the conventional architecture of 
theatres. The experimental companies worked in such spaces primarily out of 
political conviction, seeking new audiences and experimenting with theatrical 
; ifi ý" `i 7 T. tars. 'o. i inr"nr-.., a a 
i"ar. an. -.. 1CiCi i iv'ilCiläei 'oVeney, L. LI111-111Lý 1V 1VV , výýci ßc1, ii 
evi uui y 
3' Interviews by the author, May 1999, and contributions at conferences: 'Llemors or Censors & 
6ý i;; r;, g Onwards (cI )I ppendix I)- 
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forms (although limited finances did also have a bearing on their choice of 
venues). However, the established theatres' move to build studios was not 
always driven by the same impetus, and these smaller spaces were usually 
"defined simply in relation to a `main house' " (Chambers 1980, p. 9). 
As noted earlier, the Arts Council's policy document, The Glory of the Garden 
(1984), linked together studios and new plays in its suggestion that theatres 
should look "beyond the staging of productions in their own main houses" and 
increase work in their studios "with particular emphasis on new writing" (p. 16). 
The trend towards concentrating this work in studio theatres was regarded in the 
Cork report (1986) as having undermined the development of new writing, 
leading to the "risk [of] undervaluing such work and encouraging further the 
concentration of writers on small scale work" (p. 27). In 1993 the playwright 
David Edgar, speaking to the Royal Society of Arts (RSA), expressed serious 
concern at the fact that new plays were "concentrated in the smaller spaces" 
(Edgar 1993, p. 452); and in the following year one of the demands of the eighty- 
six playwrights who wrote to the Guardian was that the majority of new plays 
should be produced on theatres' main stages. 
These concerns are borne out by figures produced by the Arts Council, which 
show that by 1994/95 new work made up 38.2% of studio productions as 
compared to only 18.8% of those in the main houses. They are also echoed by 
theatre reviewers such as Michael Billington, who in 1996 was writing that "All I 
hope is that the dramatists escape from the confines of studio spaces and go on to 
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write plays for bigger stages. [... ] What we need are more plays capable of 
addressing large congregations". 38 
The issue was still of sufficient concern in 2001 that a conference on new writing 
held by Stagecoach! included sessions on "Writing for Big Stages", and 
produced recommendations aimed at increasing the number of new plays on 
main stages and developing playwrights' skills to enable them to write for this 
scale (Stagecoach!, 2001). 
It should be noted that the worries about new writing taking place in studios and 
other small-scale spaces does not mean that playwrights do not wish to write for 
these spaces at all. In fact writers do choose to do work for small venues. Not 
only can it be less daunting for new playwrights, but for all writers another 
important aspect of the small size of a studio is the intimacy it creates. It allows a 
close proximity with the audience, creating a "different relationship [... ] between 
the audience and the performance" (Chambers 1980, p. 9) which can 
advantageously affect both the content and form of plays. Likewise, some theatre 
companies express very positive reasons for wanting to develop new work in 
such venues. On its re-opening in 1998 the Royal Exchange Theatre in 
Manchester, for example, (while also presenting new plays on its main stage) 
stressed the value of its studio as "an exciting new space" that was flexible 
enough to allow for experimentation and the discovery of new writers. 
39 
Similarly, when the Royal Court Theatre was refurbished in the 1990s the 
ZR ""i+onf n 
iQ ýonoml 'N"i1Chüt°"i BttLiAI vii, ti liCatr. o, Is alive - 
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39 New Platt, Policy - http//www royalexchan. e. co. uk/new writing/intro. 
htm (accessed 6'h 
Tamar 1999). 
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decision was taken not to increase its seating capacity "since the bigger you go, 
the less you can sustain risk and daring in the programming". 40 
The point that playwrights have been making is that they do not want to be 
limited only to the small-scale, and this concern has fuelled their attempts to 
bring about a shift in the operations of theatres in order to create more 
opportunities for new writing on their main stages. 
4.5.4 New Plays and Box Office Risk 
Another issue, closely linked to the tendency to place new plays in studio 
theatres, is the box office return expected on new work. New plays have been 
seen by both theatre companies and funders as less likely to draw large audiences 
than other categories of drama such as adaptations and musicals. Arts Council 
reports refer to the risk involved in putting on new plays: for example, The Glory 
of the Garden states that "new writing is often less popular than the traditional 
repertoire" (ACGB 1984, p. 27); though they also defend the "degree of wastage" 
involved, arguing that "it is unnecessary to apologise for any failures of 
experiment and innovation when we owe to their past successes much that is 
standard in today's theatre" (ACGB 1980a, p. 14). 
Playwrights' organisations have persistently challenged the view that new work 
inevitably involves risk. In fact, groups like North West Playwrights Workshops 
were set up partly with the aim of countering the perception that the 
programming of new plays is a risky business; while the Theatre Writers' Union 
repeatedly argued against the idea, including in their two major reports, 
Pa, Tr.. nl. ., i. .. r nil 
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Playwrights: An Endangered Species? (1982) and Playwrights: A Species Still 
Endangered? (1987). 
In their response to the Arts Council's `Green Paper' on Drama Policy in 1995, 
the Theatre Writers' Union and the Writers' Guild of Great Britain brought 
together a range of statistical material to back up their argument that new writing 
is not "an inevitable box office disaster". 41 The paper suggests that if musicals 
and Christmas shows are excluded, new work was actually on a par with the rest 
of the repertoire in the first half of the 1980s in terms of its average attendance, 
and in one of these years new plays were ahead (61% attendance compared to 
58% in the rest of the repertoire). New work did less well in the second half of 
the decade, falling behind by twelve per cent in 1988/89; but in the early 1990s it 
climbed again. Looking particularly at the National Theatre, the paper gives 
figures of 92 and 98 per cent attendance for two of the three new plays in 
1984/85, compared to an average of 85 per cent, and paints a vivid picture of the 
situation in another year, 1992: "Tony Kushner outsold Chekhov in the 
Cottesloe, Alan Bennett outpaced Eugene O'Neill, J. B. Priestley and Moliere in 
the Lyttleton, and David Hare's trilogy outperformed A Midsummer Night's 
Dream [... ] and later The Seagull (starring Judi Dench)" [p. 4]. 
What is the case, however, is that in a choice between new writing and out-of- 
copyright plays (with all other things, such as cast size and set changes, being 
equal), new works are more expensive for theatres as they have to pay the initial 
commission fee to the writer, as well as development costs such as longer 
rehearsals, literary management, and additional marketing. It is for this reason 
41 
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proposal to the Arts Council of England, 1995. 
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that the Theatre Writers' Union, supported by the Writers' Guild, developed the 
idea of a `dead writers' levy', which was the focus of the paper, The New Li riting 
Fund, presented to the Arts Council in 1995. The aim of the levy was to counter 
the financial advantage to theatres in putting on plays by out-of-copyright 
authors. The proposal was therefore to create a `level playing field' in which 
theatres would pay ten per cent royalties on all plays they produced. The 
royalties on out-of-copyright plays would be paid into an Arts Council-managed 
fund which in turn would be distributed to theatre companies for paying 
commission fees for new plays and the additional development expenses 
involved. Thus the writers' organisations attempted to offer a serious solution to 
this aspect of financial risk in putting on new plays. 
The playwrights' groups also argue that the more new work is presented, the 
more successful it is, with box office attendance figures tending to mirror the 
amount of new work being produced. This view is supported by other theatre 
practitioners: Peter Hall, for instance, asserts that "the more new plays there are, 
the more confidence there is in doing new plays". 
42 When Birmingham 
Repertory Theatre embarked, in 1998, on a programme of new plays in its studio 
theatre, it averaged only twenty per cent capacity in its first season, but by the 
second year was achieving an audience of forty-five per cent, with some of its 
plays "outstrippin their box-office ta. rgets 
by ?. mile" 
43 
In its Policy for Drama of the English Arts Funding System (1996c) the Arts 
Council of England states that new plays "are perceived as a great financial risk 
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43 Ben Payne, Literary Manager, `Opening The Door', in Birmingham Repertory Theatre, Open 
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to producing companies" (p. 16). Although it goes on to suggest that the success 
of new plays in recent years has demonstrated that these can be false 
perceptions" (ibid. ), the fact that it was felt necessary to make the point is telling, 
indicating that this perception has continued to be prevalent, and therefore still a 
matter requiring debate and information. While figures such as those from the 
Birmingham Repertory Theatre show that new writing can be a financial risk; 
equally they illustrate that a commitment to regular programming of new plays 
can overcome this risk. 
4.6 Conclusion 
This chapter has shown the development, since the 1940s, of those policies of the 
arts funders which have a bearing on new playwriting (and which in turn also 
govern the policies of subsidised theatre companies). It has also given an account 
of the key criticisms and concerns expressed by theatre practitioners. These 
concerns arise not only from what is contained in those policies but also from 
what is missing. They focus on a wide range of issues affecting playwrights, 
theatres, and the artform itself, relating both to the terms, conditions, and 
circumstances of theatre practitioners' professional work, and to the wider 
significance of new writing for the future of theatre. In particular, they illustrate 
the complexity of policy for new playwriting, and the number of fronts on which 
both practitioners and fenders have had to engage. They also reflect the 
immediacy of the issues in that they directly affect the livelihood of writers, 
adding an urgency to many of the actions taken by the playwrights' 
organisations, as will be discussed in more detail in the next chapter. 
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Given these concerns, theatre companies and playwrights' organisations have 
therefore sought to extend or alter the scope and focus of playwriting policies. At 
the same time though, as we have seen, there have also been points of concord 
between funders and practitioners. Moreover, even while arguing for the 
improvement of policies and funding schemes, practitioners have defended them 
when they have been threatened with cutbacks. 
Already it is clear that concepts drawn from public policy studies, discussed in 
Chapter 1, are evident in the area of new playwriting policy. We have seen that in 
several instances practitioners have been brought into policy consultations; but 
also, where they have been left out by the arts funding system, they have taken 
action themselves to have an influence on policy. Thus, the idea that public 
policy involves interaction amongst a range of actors holds true here; and at the 
same time there is evidence that theatre practitioners have attempted to increase 
their resources of knowledge and expertise (through their research and writing 
development activities, and collaboration with others in the field) to influence 
policy through their own initiatives. This chapter has also shown that some of the 
developments in democratisation and governance, discussed in Chapter 3, are 
reflected in certain consultations and instances of policy implementation in the 
area of playwriting policy. 
This account has thus begun to show the engagement of theatre practitioners in 
the processes of policy-making and implementation, in the active and self- 
directed capacity discussed in Chapter 1, and as voluntary associations involved 
in the civil sphere of a democratic society. The next chapter focuses in more 
detail on the history of the playwrights' organisations, the work of theatre 
companies involved in new writing, and the issues of contention between writers 
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and theatres, in order to examine more closely the extent to which practitioners 
are able to affect both their involvement in policy activity and their influence on 
policy development, and to engage as active participants in civil society. 
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Chapter 5 
Playwrights and Theatre Companies: New Playwriting Practice and Policy 
This chapter focuses on the playwrights' organisations and theatre companies: 
both centrally involved in the practice and policy of new theatre writing in 
England. As outlined in the previous chapter, they are the principal bodies that 
engage with the arts 
funders over new p1äß v -siting policies, ad they' also have 
significant connections with each other, in which they both collaborate and 
contend, The following pages provide an illustration of the ways in which 
practitioners have organised themselves, developing their resources to have 
greater influence and to make themselves into `insider' groups with `privileged 
access'. In this way they can also be categorised as examples of the voluntary 
associations that make up civil society and participate in democratic debate and 
activity. 
The chapter firstly gives a historical account of playwrights' groups in England, ' 
and then discusses key aspects of their role and modes of organisation. Drawing 
on unpublished primary material it offers a more detailed and comprehensive 
history of the playwrights' sellhelp movement than has been brought together 
hitüe o. Following this, ä section co11Siders the work of 
English theatre 
companies involved in new playwriting. 
The chapter concludes by examining 
key issues of contention in the relations between writers and theatres. 
1 For a brief account of international influences and links among playwrights' organisations. cf. 
Appendix 2. 
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5.1 Creating Their Own Stage: the Playwrights' Self-help Movement 
One of the significant features of theatre writing in the second half of the 
twentieth century is the extent to which playwrights have organised themselves 
to both represent their interests and monitor the development of new work. This 
fact makes the policy area of ne ýv theatre writing a Particularly fruitful one in 
which to consider the involvement of practitioners in policy-making. The 
following section offers a description and brief history of the key playwrights' 
organisations in England, which include national, regional, and local groups, 
embracing both established playwrights and those making their first steps in 
theatre writing. It therefore provides a background for the more detailed 
discussion of their role in policy-making in the next chapter. 
As we saw in Chapter 2, the late 1960s and the 1970s saw an upsurge in 
experimental activity in the cultural field, which mirrored a wider burst of 
questioning and radical action in society as a whole. As indicated in that earlier 
chapter, these cultural developments were manifest in the theatre sector, 
producing dozens of new, experimental theatre companies. As well as searching 
for innovations in artistic form and content, these companies also sought to 
challenge the status quo in terms of organisation: they both questioned the 
existing ways of administering and funding the arts, and set up their own 
organisations and forums such as The Association of Community Theatres 
(TACT) and the Independent Theatre Council (ITC) - both formed in 1974 
(Itzin, '1980). At the same time, playwrights themselves also began to establish 
new organisations at both national and regional level to represent their oven 
interests, to support each other's work, and to advocate more generally for new 




Northern Playwrights' Society' the First English Playwrights' Organisation 
The first of the playwrights' organisations to be set up in England was the 
Northern Playwrights Society (NPS), which was founded in January 19-/ 5 by two 
involved playwrights working in the region. One of them, Cecil Taylor, had been 
in the Scoottish Society of Playwrights `SSP), which had been formed in 1973 
and he brought his experience of that organisation when he moved to northern 
England. He also brought with him the theatre writing contract that had been 
developed by the Scottish Society, which was then re-drafted by NPS. The 
importance of having a model agreement is emphasised by a later active member 
of Northern Playwrights: "In 1974 [in England] there was no standard theatre 
writing contract [... ]. People were 
being commissioned for a couple of hundred 
quid write 
ý 
play rý rý ill 
those days, on +ý d to a pland ere was nothing on paper, no rights 
sorted out". 
By the end of its first year, NPS had twenty-two members and was holding 
regular meetings and organising a range of projects, many in collaboration with 
Ogler organisations and institutions in the region. A report of its first year o 
work 
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established. These included play readings and reduced-price ticket arrangements 
in association with regional theatres; a script copying and cataloguing scheme - 4-11 
with Newcastle library; and funding support for playwrights through the 
Northern Arts Association. Active links were also maintained with the Scottish 
Society of Playwrights. The report refers to the "enthusiasm" and "energy" 
engendered by the existence and activities of NPS; and provides evidence of the 
2 Author's interview with Graeme Rigby, March 1999. 
`Northern Playwrights' Society - The First Yea_r'(1976): unat-tributerl article reprinted in 
Theatre Writers' Umion Newsletter, August 1982, [p. 6]. 
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standing of the Society, even at this early stage, in the fact that theatres were 
contacting it --directly with offers for commissions from its members. " it is an 
early indication of the interactive way in which the playwriting policy area is 
CoI'istnact e, nail in which n nooý 
tLC 
, 
ncre firnýý. en 
and Sý 
tnatýun 
i ärita ýýýn increase their ren ýaüs. 
NPS was established as a membership organisation, to which anyone who 
defined themselves as a playwright (or aspiring playwright) could belong, paying 
ai iembersiip fee and having voting rights on all issues at the monthly meetings 
of the o Soclieoty . 
It wa nn y 
"a 
play rz, ti 
+t, ' 
organisation -w-, by playý,,, -,, Tigghts3 . 
Conceived as a body that would provide writers with help and support, it offered 
a forum in which writers could meet theatre directors, and acted as a trade union 
in matters of representation and negotiation. In its early years the Society 
became a hub for theatre writing in the region: "It was a really great centre. If 
you were interested in playwriting you were a fool not to get involved in 
Northern Playwrights, because that's where the opportunities were. " 
The Northern Playwrights' Society was run voluntarily by its members, with a 
small honorarium being given to a co-ordinator who was drawn from the 
membership. Later, as the Society grew and took on more work, this form of 
Organisation and administration would present some problems, eventually 
bringing about radical changes. This is 
discussed further later in this chapter. 
In the meantime, in 1979, NPS took on the administration of a new playwriting 
scheme funded by the Northern Regional Arts Association. This had come out of 
an approach to the RAA by theatre companies whin tie e concerned that there 
4 Author's interview with Pete Mortimer, NPS Secretary, larch 1999. 
1999 Author's ýrrn. ý, evc with Graeme Rigby, March 
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was insufficient support for new writing in the region. The scheme enabled 
regional companies to apply for funds to commission a writer from the region (up 
to fifty per cent of a commission fee), with the decisions being made by a 
committee consisting of Northern nits and iývorthe n Playwrights members. iii 
addition to this, ? TI'S also created its own bursaries for writers, Started a regular 
newsletter, developed a script photocopying scheme in collaboration with 
regional theatre companies, and established a script-reading service (Rigby, 
[1995]). 
By the 1990s the administration of the playwriting funds was becoming too great 
a burden for the resources of NPD, even with the appointment of a part-time New 
Writing officer, so the society and the RAB created a new joint body - the New 
Play-vvriting Panel - to run the funding programme. . Shortly after its inception the 
New Play`vriting Panel was asked by Northern Arts to develop a regional theatre 
writing policy, At the same time thinking was developing in the region for a 
different kind of agency, which would be more strategic, would offer a range of 
projects, and would be concerned with all forms of creative writing. The outcome 
of the Panel's report, written by Graeme Rigby, the co-ordinator of the Panel 
(Rigby [1995]), was the establishment in 1995 of New Writing North. As will be 
seed 111 the next chaptei, these developments had all impact on NPS and the 
society eventually' dissolved in 2000, although it continued until then to pro`v'ide 
support for new playwrights in the region. 
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5.1.2 Playwrights' Organisations at the National Level 
a) The Theatre Writers' Union 
Less than a year after the foundation of the Northern Playwrights society, a 
national organisation for playwrights - the Theatre Writers' Union (T'JJU) - was 
established. oa ass +I Tbý rý4ro Writ n' ýý. f ü Oiigiilaily uiý. ýýýe1Grouu. 
ý 
ý 
(TWv') i iiie 
autumn of 1975, in rapid response to proposed severe cuts in the Arts Council's 
new writing schemes, it immediately began 
to campaign against these reductions 
and for better conditions for playwrights. 
TWG/TWU argued that playwrights were the "poor relations" of the theatre 
worid. 6 The method of remuneration applied to them, whereby they were paid a 
royalty based on box office earnings, was one which had operated in the 
commercial theatre sector but was not appropriate for the subsidised sector, 
where box office income was only part of the equation. This was particularly the 
case in the smaller theatres where subsidy formed a large part of income, as the 
subsidy element of theatre income was not included in the calculations for 
playwrights' royalties. Indeed, the Arts Council itself effectively confirmed that 
playwrights were poorly remunerated, referring, for example, to "the often very 
low Royalties that may be paid on subsidised productions". 7 
Furthermore, writers in the subsidised theatre were in an anomalous position in 
their reliance on box office results for their payment, '-the only artist in the 
theatre whose income depends solely on a percentage of box office takings" 
6 Theatre Writers' Group press release, 1't January 1976. 
C, on, New ti 0 !n the 1976 Arts CDuncil f Great _ 
Britain, N. Wii... iý v e_. nh_ v, and subsequent editions 
(brochure of. -ACGB new writing schemes). 
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(ACGB 1977, p. 18): all other theatre workers were paid a fixed fee or wage, 
regardless of the number of tickets sold. As TWU put it, In the commercial 
theatre everyone taking part 15 involved in a gamble. iii subsidised theatre only 
the I L%, l 1.7 
111V gCU lblel - Ä. 11Ü J% 
11V 
usua-lly 1V. St+J. "8 1 11V ,. /1Q. yVVT1 
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that they should be paid at a rate e uivalent to other theatre workers with 
commissions being calculated on the basis of a weekly wage over the average 
period taken to write a play. This proposition was reflected in its slogan of `A 
Living Wage for Theatre-Writers! '9 
In these early campaigns TWG/TWU also sought more openness and information 
from the Arts Council about its piaywriting schemes and decision-making 
processes; and demanded lila he Council should recognise and co mmmlucate 
as ra anilsa4 ions V n. Over the o next year the on Council r)oý 
4V with writers' organis yeAas Arts ýl responded 
to 
Some of these demands, increasing the sums it gave as commissions and 
bursaries, agreeing to consult with the playwrights about its playwriting schemes, 
and meeting, to some extent at least, the group's requests for greater transparency 
and the simple transmission of information. A TWG press release of the time 
noted the sometimes astonishing effect of such disclosure: "There have been [... ] 
immediate practical gains: one writer, for instance, discovered in an Arts Council 
repot i that he'd been granted a payment he'd never received. 
"lo 
By 1976 the original thirty-two members of the TWG had grown to 150, in what 
was now the Theatre Writers' Union. The Northern Playwrights' philosophy of 
members' palticipatoiy democracy was replicated at a national level in T WU. 
8 Sue Ashby and Norman Leach (compilers), Theatre Writers' Union Guide for New Members, 
[ 1986], p 1. 
9 Theatre-Writers Group: document produced after first meeting, October 1975. 
10 Theatre Writers' Group press release, 1'` January 1976. 
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From its inception, the union operated a structure wherein members could attend 
all meetings, with voting rights; although it also had an elected delegate 
committee to deal with matte Sin-etween members' mIleetings. its funding was 
provided primarily through its members' subscriptions. 
Although the initial impetus for the establishment of TWU arose from the actions 
of the Arts Council, its members realised that it needed to widen its remit and 
address theatre managements too: "Pressure on the subsidising body was vital; 
butt there was a severe 
limit to what the Arts Council could UV 
A- Th° f+ of .L llV 
výl+lý lÄ. ýi6 ý1 
the appalling situation of writers proved that the good offices of a Government 
body were not enough. "11 Writers' concerns were not only about money, but also 
about "control over their work in rehearsal and performance". 12 In 1977 TWU 
therefore set out to negotiate for a standard contract for writers working in 
theatres. 
The campaign focused on the newly opening National Theatre, "a benchmark for 
the whole of the theatre", 13 and the other members of the Theatres' National 
Coti mittee (TNC )': the Royal 
Shakespeare Company and the Royal Court 
T o+ 'xT-, T\x rew up a de+ ýalo 
'' , -"# Co iltrac+ ý paj, r 
L, ofriýa., 
ýre. vv ýýilýv ý1 výiJ tiýývv ýjý uýalý ,Y ý`výýiýts rýused 
to 
Sign individual contracts with the National Theatre. Initially there was friction 
with the longer-established Writers' Guild of Great Britain, which claimed sole 
rights to represent theatre writers; but as it transpired that TWU contained the 
larger membership of playwrights and the Royal Court Theatre was willing to 
11 The Case for the Theatre Writers' Union, [n. d]. 
12 Thid. 
13 David Edgar, Of age at last: Happy birthday to TWU, draft for TWU Newsletter, [October 
1996]. 
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recognise it, the two organisations eventually negotiated jointly. After a long and 
complex process of negotiations the TI NC agreed to the standard contract in 1979. 
In the following years a similar contract agreement was reached with the 




l the Independent Theatre Council, wh 
1_ 'ich 1_ 
represenl1ts small-scale 
theatre companies. (These contracts covered all ritei s, even if mori, a member of 
any of the writers' organisations. ) Catherine Ttzin, commenting on these 
agreements in her survey of theatre developments in this period, notes that "for 
the first time in the history of the country, playwrights would by right receive a 
living wage for their work" (Itzin, p. 313). These contracts also gave writers a 
greater voice in the realisation of their work, including influence over casting and 
choice of director, and payment for attending rehearsals of their plays. The latter 
t l_'. i_ mz T1 ýT nor AIN i ig17L was claimed by Jv as unique to Bri taiti T w'U 19 oi, p. 4 i ). 
The emergence of the playwrights' organisations and the need for such bodies 
was soon acknowledged, at a major conference on new theatre writing, `Towards 
a National Playwrights Conference 
The lack of consul anon with playwrights . 
14 
over, the production of theii on plays, the practical needs of play rights (for 
example for script copying), the "horror stories of the 'nie d scripts piling '"utp 
[... ] because there is no budget for reading scripts", and a wish to see more new 
plays produced, were all pointed to as reasons for writers wishing to set up their 
own organisations in order to have an influence in the sector (Theatre Quarterly, 
1979, pp. 65-82). 
14 The conference was jointly organised at the University of East Anglia in 1978 by the British 
Associate Centre of the international_ Theatre Institute and the Calouste 
Gulbenkian Foundation 
with the help of the journal Theatre Quarterly. 
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Throughout its existence, TWU operated on more than one front, and with more 
than one function. It acted as a conventional trade union by bringing pressure to 
bear on its members' employers - the theatres - ove contractual matters o pay 
and conditions, but also reco ised the , mp. ývit tan vi ta, 6%, ýi. iilg the amts 
fundiilag".. 
System as the source both of the theatre-' own funding and of the schemes which 
directly supported playwrights. The union negotiated with theatres' management 
organisations over terms and conditions for playwrights as a whole, while also 
providing legal advice and support to individual writers in dispute with particular 
theatre companies. 
At the same time TW J also operated as an advocate for new writing and as a 
support system for the development of writers and their work. In the first of 
these roles it carried out research, produced reports such as Playwrighis: An 
Endangered ÜpeCiGJ ?i 982,0"- updated 111 1117 as Playwrights: A Species Still 
Endangered? ), and organised conferences and seminars. A particular focus of 
this wider campaigning was the idea for the `dead writers' levy', referred to in 
the previous chapter. This broader campaigning and advocacy role, including this 
attempt by TWU through the `dead writers' levy' to create new policy for the 
theatre sector as a whole, is discussed in more detail later in the chapter, and in 
the next. 
At the same time, in its role of support for the development of playwrights and 
their work, T wU published a regular newsletter for its members; and, through its 
local bratnches, fan workshops, play-readings, competitionns, and festivals to 
provide development opportunities for writers. These support and development 
aspects- of T US purpose and activity were considered central 
to TWT T'S 
operation and identity: an internal report, written when the union was considering 
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amalgamation with the Writers' Guild of Great Britain, stressed the need for 
these features to be "preserved and furthered in any amalgamated body ". 1' 
Although, by its own admission, the union had "its ups and downs"16 (its internal 
differences and its setbacks as well as achievements; branches starting up but 
also closing; falls in membership as well as rises), by the early 1990s 1 WTü had 
around five hundred members, ranging from writers at the beginning of their 
careers to some of the most well known play vvi ights, and constituting, according 
to its account, "the bulk of theatre writers 
17 In addition to its national 
organisation it also had a number of local hranches; some of which were based 
on towns or cities, while others had a regional remit. 
b) The Writers' Guild of"Great Britain 
Prom an early stage in its existence the Theatre Writers' Union did not act alone. 
in 1958 the Writers' Guild of Great Britain had been established as a trade union 
for l n+ýrý l- 4or and JU se ent, o Hfl 4n for rJlGýýiSJ1V11Äý lllln Ä11ý LVIVVIJýV11 VV1ýlVlSý and l1 I+L1L1y opneu ZItj LV 
novelists and playwrights as well. The purpose of the Guild is to support and 
represent writers by negotiating with management on their behalf, giving advice 
on contracts, and other legal and financial matters; and providing a network of 
contact and information through a newsletter and web-site, and the organisation 
of workshops and seminars. It has presented its own Annual Awards for writers, 
and has run special events, such as a theatre showcase in conjunction with the 
uiieetOCS' Guild and the Actors' kCenue. It is also involved in 
developing the 
training of niters. 
15 Minutes of Theatre Writers' Union Executive Committee meeting, 2nd December 1995, 
Appendix 2. 
16 Theatre Writers Union recruitment letter, March 1989. 
17 Theatre Writers Union, Newsletter, January- Feb ruary 1990, p3. 
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In the late 1990s the Writers' Guild had two thousand members working in a 
range of writing media. It differed from the 1 WU not only in its inclusion of 
writers in a variety of media, but also by virtue of tiie fact that it admitted only 
writers W. 110 had already been published or produced. Further, it vv as structured 
rent along the 1ýnes of T\AITT's participatory democracy but w th a representative V ViL  V1 V Vi V KVý ý µý. 
format of an annually-elected executive committee, and full-time paid staff. Its 
funding comes from members' subscriptions. It is also formally recognised as a 
trade union, being affiliated to the Trades Union Congress (TUC). 
c) The Guild &TWU 
After an initially problematic relationship with the Writers' Guild, where, as we 
have Seen, ne Guild sought to be he sole representative of playwrights III the 
rn i. } o ýntý ýfý 4ý 
T onf one 
'KT 
contract + výnlnm ýffoo `T'ýj 
%ý Tý 
t negotiations VViLJl Llle 1 lJQL1rVJ 1VcLiullü1 
CV1111111LL1. 
\. ý 1 YV V 
ortced 
together with the Guild in subsequent years "as partners" in their negotiations 
with the employers' organisations18, in discussions with the Arts Council, and on 
wider campaigns to raise the profile of new writing and writers. Thus, over many 
years, negotiators from both organisations met together to prepare for meetings 
with the theatres' management associations; and representatives from the two 
bodies organised meetings jointly with the Arts Council's Theatre Writing 
Co mm ittee and. its Drama Officers. 
As well as this ongoing joint working, co-operation was also evident around 
particular issues. In 1992, for example, the Theatrical. Management Association 
ý. T the reduction of writers' royalties from 7.5Per cent to 3.5lý-e ivýA\ 1 proposed 
n*nI n+ i-i on n no on 
40 Ir. nm r+o f .r4. ß rf 
ýZ%T 
and 
c nL. A ccý`i-ordinated response resulted 
in 
prvý11inenL ' Tit , rs from vot i 
rirr J 
anno 
1ý Theatre Writers Newsletter, Spring 1993, p2. 
205 
the Guild putting their names to a statement in opposition to the proposal. In 
another collaboration, in June 1995, TU and the Writers' Guild produced their 
joint proposal for a 'New Writing F'und'19 - based on the 'dead Wlitels5 leVyl that 
had been discussing and campaigning around for a number of y ears. 
Although minutes and correspondence during some of these years indicate some 
antagonism between the two organisations, there was also clearly goodwill and 
co-operation among members on both Sides; and, in addition to joint negotiations 
Q1V4 were a X44 mp n odieS 
o el her and Ct 1ýi1ýS, there L'Jýrý sever a, a«eýýýYý) 
to bring 6 the two 
ýJ i' 
organisationally. This was finally accomplished in July 1997, in a merger of 
TWIT with the Guild, which combined the membership of both organisations 
under the name of the Writers' Guild of Great Britain. 
d) New Playwrights' Trust 
.1 
Writernet 
A third national body, New Playwrights' Trust (N- T), was formed in 1985 
(changing its name in 1999 to Writernet). Unlike most o the other organisations 
discussed nn »n+ set nn n no 
c 
oý f iin 4 n4 or ný4oý nn n nv rin heleý 
It VJQJ 11VL JVL 
Üý+pJ 0. J GL JLý1ý11V1ýJ 
group, IJIÄL 1GLLý1V1 acted as a service 
for play r''ghts, with paid staff to carry out a. broad range of work. Its forination 
came out of a week of activities for young playwrights in London in November 
1985, which indicated "that a demand existed that was not being met -a demand 
for contact with other writers and with theatres, for information, for events and 
for the increased recognition of new playwrights and their importance to 
theatre" . 
20 The need for -something permanent" was expressed not only by 
19 The Theatre Writers' Union and The Writers' Guild of Great Britain, The New Writing Fund. A 
proposal to the Arts 
Council of England, June 1995. 
20 Lloyd I. Trott, (1986) Preliminary Enquiry into the Feasibility of a National Playscript Unit, 
Interim Report 4th September 1986, p. 4. 
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young writers but by new writers more generally. 21 Both playwrights and theatre 
companies were involved in NPT's foundation; and external funding was secured 
to pay for a worker to establish and develop the organisation, with a second paid 
worker being brought in, in 1990. 
NPT/Writernet's objectives have been to raise the profile and status of new 
writing; to provide information and carry out research; and to improve the 
representation of Writers from under-fepfesenied groups, such as Black and Asian 
wilteij, disabled äiiü vviil"i'ie ij V 1Le1J,, and iL VsC 'V-VT1Lin6 ivi yeüng people. IL Sees 
itself as M. link between writers and producers, aiming to promote the production 
of new work by writers in all forms of performance media. It has produced 
newsletters, organised conferences and events, and provided a script-reading 
service. It also produces resource and information material, for example on 
literary agents, and on specific areas of interest, such as its guide to script writing 
for Asian writers. in addition, it publishes a regularly up-dated directory of 
theatres interested in new Writing, with details of their commissioning and script- 
Script reading I, oii%i. S l -st puülishieý'ý in 1992' as Scrip iv üiCiýG äiiü ie-iiämi-I $6, u 
Routes in 1999). 
In 1997 NPT had seven hundred and fifty members, including not only writers, 
but also theatre companies, literary agents, directors, and television and radio 
companies. 1ýTF 1 /Writernet has been funded through tl embers' subscriptions and 
sales of its publica ions, and vy grants from charitable t lists, 
Regional Arts 
Boards and the Arts Council. 
21 Interview by the author, with Jonathan Meth, Director of New Playwrights' Trust, February 
1997. 
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NPT/Writernet has also worked alongside the other playwriting organisations, 
campaigning with them and contributing to their discussions and negotiations 
with the as funding sys emll. For HIslance, ivr 1, Twu, and the Writers' Guild 
o.., Met with 
he^ nJ (-'ofýun cýI 111 % oCUnry 
1 
19 l 
CO'/ % 4o n discu . n^J U11 oi J4ý PnV*1e1v. 1+uýaI -for 1 
ý; 
1, L11 inUi11g nevv L 
writing in the recently-introduced National Lottery scheme, Arts for Everyone; __ 
and in the late 1990s and early 2000s NPT and the Writers' Guild Jointly 
organised meetings of both regional arts officers and literary managers. 
5.1.3 A Growing Movement in the Regions 
N-P /Writernet has also co-ordinated meetings amongst the regional playwrights' 
associations that, following he earlier example Of TVý3, emei ged in the 19806 
A nr 11190-3 In VVllQ. 
j. ý nl4, David eQl ný. +i LT. -ý nrl 11QJ 
ýnn described ýj an ýýtLh%o. move n, c. omor+t ly Jgalenlt Olf 
playwriterly self-help, and educ? tion" `1993, p. 454). Focusing on the 
development of their craft and the promotion of new playwriting, several of these 
regional writers' organisations were created, the main ones of which are 
described here, 23 beginning with North West Playwrights (NWP). 
a) North West Playwrights (Workshops) 
Established in 1982 by local members of TW"LJ, North West Playwrights' 
Workshops (as they were initially called) aimed to improve a situation in which 
almost no new plays were 
being produced in the region's theatres. 
Securing 
grants from the Regional Arts Association and the Arts Council lt "set out to 
challenge the theatre establishment's firmly held view that the perceived risk. 
22 `Lottery update', Writers' Newsletter, February 1997, Vol. 13, No. 1, p 4. 
'3 Other regional groups have been set up at various times during the 1980s and the following 
two decades in most parts of England. These have mostly lasted for shorter periods of time than 
those detailed here, but have provided valuable services for playwrights while they were in 
existence, including script-reading, training workshops, readings, and showcases. 
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associated with programming new work were somebody else's responsibility. "24 
It was established both to increase the new writing output of regional theatres, 
and to help playwrights develop their craft. 
Initially, it focused on organising an annual event, in which scripts were 
submitted to a small committee of writers and theatre directors, and out of these 
six plays were selected for workshopping with professional directors and actors, 
With the support of äd ama ürg, leading to Si ript-in-i and performances to public 
audiences at regional theatres. Over the following years 
NAT developed 
a range 
of services to help playwrights to learn, practise, and develop their work; to 
provide showcase opportunities for writers; and to put playwrights and 
companies in touch with each other, with the purpose of getting new plays 
produced. To this end it has provided a script-reading service, run a commission 
and residency award scheme, organised festivals and writers' workshops, and 
11 ý_ i nc ij ri r 
25 
produced a bi-Illundiiy newsietiei' 
(fiOmll 19yß titieu me Lowdown). 
The success of the organisation has been recognised both externally and 
internally. In 1988 N wr won the Manchester Evening News Horniman Award 
foi' 
26 h their Ou standing Contribution to new writing 
fo the stage". 1 is View was 
L. 1 `ýJý T7 ý, .. -lo+- -" cif 1 +h.. -. 1 of 
L. the Ll AT,., -+l. \1Toý. + I- -., ,. 1.. 
iCi11VVby I VY lJ 
s 11ýivJJ1VLLV1. L... i L1111111 V 
VJllal L11V 1VV1L11 YY e, UIafl I1 
has 
achieved over the years, in taking its North West Playwrights scheme from a 
small locally funded nlaywriting competition to a prestigious annual event that is 
known and (increasingly) emulated across Europe! "27 NWP itself pointed to the 
24 North West Playwrights, Histo ýy and Background ; 98? -97 . 
Internal paper, [n d]. 
25 NWP is not a membership organisation, but the interest and support it engenders is indicated 
by noting that in 1998 150 people subscribed to The Lowdown; and that each year around a 
hundred writers submit their scripts to its script-reading service (ranging from 70 
in 1987/8 to 
187 in 1993/4. ) 
26 Archive of North West Playwrights, Administrative History, p. 4. 
27 Theatre Writers Union, The Newsletter, Spring 1994, p. 12. 
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twenty-five per cent of its workshopped writers who "have gone on to v Tite 
professionally" and to the higher proportion of new plays than the national 
average that were presented in the region's theatres as a result of NWPP's 
28 
activities. 
During its first seven years, NWP was run on a voluntary basis by TWU 
members, but since the end of 1989 it has employed paid staff to organise its 
29 r nný NAT iii iICLLVLt1CS. in 177 [)CCae a limi ed company with charitable status, and 
at 
his 
výnývý4 n nn mute no to 0 oývý4oý výr>>ýnýý ýýr my n Týý]7 Tin at 
4 
11 ýlV111L AS VV1r11111LLlJýi ceal: 3%-d o 
bV 
VIVlJLl. LA aiutually by members of 1Vf'J 
North West branch, though it continued to maintain six places on its new board 
for TWIT members, After TWT_1's merger with the Writers' Guild in 1997, these 
places were allocated to Guild members; but in January 1998 the board took the 
decision to terminate this arrangement, on the grounds that it required a range of 
specific skills to govern the organisation effectively, and that these would not 
necessarily be found through the automatic appointment of a set number of 
playwrights. Since that time, writers have continued to serve on the board, but 
selected on the same basis as ýi ieä. ýl e directors and producers, and i, L' er 
individuals w it... particular experts se. 
b) Yorkshire Playwrights 
Across the Pennines, Yorkshire Playwrights was founded in 1989 to encourage 
the writing and per ormance of new plays III the county. 
To his end it aimed also 
28 Fifteen reasons why North West Playwrights should receive support from the Arts Council 
F1993 I, Archive of North West Playwrights, NWP 2/1/1/2. 
`9 This was made possible by an increase in its grant support, allowing the employment of a full- 
time co-ordinator (later renamed as director) and also, subsequently, additional part-time workers. 
It has continued to receive funding from its Regional Arts Board and from the Association of 
Greater Manchester Authorities, as well as securing some `one-off grants for specific projects. 
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to help writers to "develop their craft",, 30 and to establish relationships with local 
theatre companies. It was set up by members of both TWU and WGGB, in 
collaboration with West Yorkshire Playhouse, and was, initially, open only to 
members of the two organisations. 
In the following years Yorkshire Playwrights has organised workshops, 
meetings, and social events for writers; put on seminars and collaborated in 
events such as a new writing symposium; arranged readings of members' work 
ýýs+ný nn 4ýrn" n s-ýi sýý "rýý*rýý n nn, ývýrýo4ý4i ýrý 
lv 
ng +r r+ + 
"rý hn d by 
professional 0. VLViJ, an iUll Play VV114Ling competition, 1VCa. Uý11`: ' 
to 
Jý+llp1-111-11Q. llu 
performances at the West Yorkshire playhouse. The organisation has also 
developed active links with writers abroad (cf. Appendix 2), Tt has also provided 
a free play-script reading service, and help with developing scripts and with 
securing the production of plays, for example by providing small grants for this 
purpose. The group produces a monthly newsletter, `Newscript', and has paid 
one of its members to carry out the administration of the organisation on a part- 
time basis. its membership has included both "vel expet'ienced" playwrights and 
g 
to an n 
Io 
nt of the onno or m nt nom tug, "newly emergent", and ail, members must 
be 
auulril 
to ear at ý 
least part vi 
their income from `T. ritl? 1b. 
31 As membership organisation lt is probably closer 
in form to NPS, though its workshopping activities are similar to those of 
NWP 32 
c) Stagecoach. ' / Script 
Stagecoach! was formed in 1992 by members of the west Midlands branch of 
Týv ü. Its aims were to discover and develop regional writers and to increase the 
30 Theatre Writers Union, Newsletter, December 1989-January 1990, p. 4. 
31 Members of Yorkshire Playwrights interviewed by the author, May 1999. 
32 As an indication of interest in its work it can be noted that Yorkshire 
Playwrights has had 
audiences of two hundred for its play-readings, and in 1999 
had eighty-five members. 
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production of new plays in theatres in the region. It offered a script-reading 
service, for which it charged a small fee, and development workshops run by 
experienced and established playwrights. It produced a regular newsletter and 
occasional reports; and organised conferences and discussions about theatre 
writing, and presentations of new work. For these presentations, which were 
conceived along the lines of the North West Playwrights' Workshops, playscripts 
were selected from those submitted to the script-reading service, given workshop 
development, and then presented as script-in-hand performances in several of the 
region's theatres. Up to 1999 these performances were organised together as an 
annual new writing festival: in 1998, for example, ninety scripts were submitted, 
of which four were presented at the festival in January 1999. In the years from 
1996 to 1998 eight writers who had previously received workshop support from 
Stagecoach! went on to gain productions or commissions from theatres, and 
awards or commendations, both regionally and nationally, 
Stagecoach! was funded by its regional arts board, West Midlands Arts, and had 
a management board made up mainly of writers and theatre directors or literary 
managers, together with one or two individuals involved in other aspects of 
theatre such as acting and drama teaching. In its first few years the writers on its 
board were nominated by the regional branch of TWU, and formed the majority 
of the board members. With the expansion of the board in 1997 the proportion of 
writers fell. The organisation had a paid administrator and, from 1999, also a 
part-time office assistant. 
? 1? 
In 1997 Stagecoach! held a database of over 600 people "actively involved in 
theatre writing" in the region. 33 A 'clean-up' of the database reduced the number 
to 300, but continuing new inquiries resulted in fur the growth to 430 by early 
200 i. Although never am embe r Ship Or : ýi ariis atlýn `with direct demvcratlc 
participation like TWTJ and Northern Play iriights Society, StabPcoachI ,. 
nonetheless drew on its constituency in planning and implementing its activities, 
ascertaining their views and needs through questionnaires, and making use of 
their skills as workshop leaders and script readers. It saw itself as a service for 
writers, representing their needs rather than acting as representatives of the 
writers themselves. 34 In 2003 Stagecoach ý was re-launched as Script, with a 
wider brief covering "all forms of dramatic writing", 35 and with sohle changes to 
its proviSlvn of servcs., S. 
cl) Local Playwrights' Organisations 
Local self-help playwrights' groups, based on counties, towns, or 
neighbourhoods, or around specific interests (for example, WOIYleIn Writer's), have 
also ýi many areas. nns. The 
" these r imn 
ý+ 
g on up 
in many focus o groups is pi liiiairily to support 
their members, throu&h shared discussion of each other's work and different 
forms of self-generated staging of their own plays (ranging from readings to 
public performances). Some of these local organisations have been set up by, or 
with the support of, the regional playwrights' associations. For example, a 
questionnaire sent out to its members by Stagecoach!, in 2000, elicited interest 
from seventy-five people in five towns in forming local piaywriting groups. 
I-y autumn that Stagecoach' offered advice and assistance in setting these up: U 
33 Guy Hutchins, Chair's report 1996-199,, December 1997, p. 1. 
14 Stagecoach! administrator interviewed by the author, February 1999. 
35 'Stagecoach becomes Script', Staging Post, Issue 20, Spring -2003, p. 1. 
213 
year the first steps were being taken to do so in two of these areas, and by the 
following spring the two groups were meeting regularly. 
5.2 Playwrights' Organisations: Issues of Democracy 
As Chapters 2 and 3 have made clear, questions of democracy run as a thread 
through the subject of practitioners' role in policy-making, whether in relation to 
their representation on arts funding bodies, their involvement in consultations, or 
their engagement in governance of h äi LS. Commitment to democratic 
procedures and to widening participation has equally been a matter of importance 
for the playwrights' organisations themselves. 
It is not only the purpose and content of their work, but also the organisational 
form of most of the playwrights' associations, that has been considered by their 
members to be particularly important. For much of the period in which they have 
L 
s- 
y1Adem they have 
'hand 
a commitment 
to an 1ný rý+o em na lýpna rt +icnip rýna 
4 
been active they 
ha moc nrr ac no yr o. 
These organisations were established on the 
basis of all members having equal 
voting rights on all practical and policy matters, though the form of organisation 
differed slightly from group to group. 
Northern Playwrights, for example, had no structure apart from its monthly 
members meetings, for several years, and any administrative work was carried 
out voluntarily by its members (receiving only a small honorarium iri return). 
n Irv nnt. . ý4ý. ý v rin nýý producing However, as NPS took on more ac iv1is- setting up ursa yes, a 
newsletter, and running members' services - it required a paid co-ordinator to 
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carry out such work. The difficulty of matching these different needs is 
graphically illustrated by one of the society's members at that time: 
I don't think that was ever ideal [... ]. All the decisions were taken at monthly 
meetings, and that makes it very hard for a part-time co-ordinator to relate to. Ifs 
very dillicult, because anybody could come to meetings and all members could 




('ý Of rý 1. / 11Vn}'S 
So 
n 
JV/ý r»111Vpb ody could /-ý»1 r, 
d. 
-.. -, i 
Li 
(17n on ýüiv ý11 C Y VLV ý/V " 
month, that they'd try something - let's try this, let's do this. The co-ordinator 
would go away and work on something and come back, and there'd be different 
people at the meeting, and they'd say `no, no, that's not a good idea at all'. 36 
The Theatre Writers' Union experienced similar difficulties. As in NPS, there 
was an awareness of (and a willingness to be open about) the problems caused by 
the 7ä. I icipatoiy quality o its democracy. One of its active members in the 1908VS 
describes it thus: "There is no executive council oe feral secre ay to issue 
instructions. [... 3 Every member has the same rights, so no newcomers feel that 
their vote is unimportant or what they have to say is irrelevant. That means it can 
sometimes be anarchic and frustrating. "37 
Like NPS, TW J also found problems in sustaining voluntary administration by 
its own members. At times, the organisation was dependent on the activity of so 
few members that, according to its OWII assessment, 
it was in danger of 
Collapsing. 
38 ri he problem was not so much that the membership itisel fell below 
an optimum number but that there were too 
few people offering to take on the 
36 Author's interview with Graeme Rigby, March 1999. 
riters'_VoWhi , 
March 1988, p. 25 37 Jacek Laskowski, The Theatre Writers' Union', W- 
February 1990, p. 9. 38 Theatre Writers' Union, Newsletter, July 1988, p. 5 and January 
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responsibilities (of recruitment, administration, negotiation, and campaigning) 
that were necessary to make the organisation effective. But the decision to 
appoint a paid secretary or administrator was never straight orward. Minutes of 
iW meetings recount üisiussio11 Qlldäi g't! i%iiiS C-LUOU 
. 
t1h JVCLi Vif to find ü 
member to take on administrative duties, debates about appointing a non-member 
with administrative skills instead, and about the amount of money that could he 
afforded to pay more than just expenses for someone to take on the role. 
The commitment to the democratic structure of the union was, though, of such 
importance to its members that these difficulties were not sufficient to cause any 
alteration in the basic form of organisation. Jacek Laskowski's point (above) 
about anarchy and frustration was made in the context of an article encouraging 
playwrights to join the union, in which he was applauding TWTJ's democratic 
credentials. And, during the lengthy discussions that the union engaged in with 
the Writers' Guild about some form of amalgamation between the two bodies, it 
was the democratic structure of TWU that was one of the key attributes its 
members regarded as imperative to keep. 
Similarly, North West Playwrights - which was set up by members of TWU - 
operated in its early years as a co-operative, with a voluntary committee to run 
all its activities. But as it grew it became "a victim of its own success", with the 
play vvr fights involved becoming too 
busy with its organisation to have time to 
write their own plays, according to one of the paid staff that were eventually 
employed (from the end of 1999) to take on those organising tasks. 
39 It was thus 
no longer run fully by its members, and in fact ceased to be a membership 
39 Author's interview with Director of NWP, January 1999. 
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organisation and moved to co-opting writers onto its management board rather 
than having elections for them. While continuing to advocate for playwrights, it 
therefore no longer claimed to represent them in the way that a membership Ut 
would do. it vJas perhaps with iýv vzý'S experience in mind that Stagecoach was 
established from the outset as a service for writers rather than a democratically 
participatory body. But it should also he noted that in both the West Midlands 
and the North West, playwrights continued to be able to be involved directly in 
the regional branches of TWU. 
5.3 Playwrights' Organisations: Independent Advocates in Civil Society 
As the preceding sections have shown, the playwrights' organisations had both 
strengths and weaknesses, successes and failures. For some of them, as groups 
relying on voluntary effort, they were not always able to Peach the standards that 
their fdle ýnders, n and they they themselves aspired A nie ý'«Jý T members Lýieto. As 
in-dicate te ea-hier, 1 YV V 
were acutely aware of their shortcomings at times in keeping their organisation 
functioning adequately and responding promptly enough to outside queries. 
There were also external criticisms: when TWU presented its first report on 
`endangered' playwrights in 1982 it was sharply rebuked for its reliance on only 
twenty responses to its questionnaire for its findings . 
40 Comments were also 
made on some failures of writers' groups to build links between their members 
and local theatres. Yorkshire Playwrights for example has been criticised for 
being "inward looking" (Loretto and Wilson 2003b, p. 2b j; while one of the 
ry 
ýnm arm +"+ r 
ýcinrvýn rý c tors 3U oI V'%, Ll vý 
he firnt 
Big ýnýngýlaý1 IRepelto y Týýeatl ý associate directors obseý ed that when ýýe 
first 
40 Richard Findlater, New deal for playwrights? ', The Author, Spring 1983, pp. 4-5. 
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came to the city in the 1980s the West Midlands TWU branch did not have "real 
contact" with the region's theatres. 41 
But at the same time, one of the striking features of the playwrights' bodies is the 
seriousness with which they have approached their activities. Despite depending 
either entirely or heavily on the voluntary efforts of their member s, they have 
sought to apply a `professional' attitude and practice to their work. They have, 
for instance, produced detailed evaluations of their workshop activities; 
organised training of their script-readers; engaged professional directors, actors, 
dramaturgs, and writers for their workshops and festivals, and lawyers to deal 
with their members' contractual disputes; and have carried out extensive and 
detailed research on many occasions, in order to provide a sound basis for their 
campaigns. 
In terms of the services they provide, the playwrights' organisations have 
fulfilled a particular role that other bodies in the field are unable or unwilling to 
offer. Because they are independent agencies, they are able to offer development 
opportunities for vvriters that are not tied to the needs of pa ocular theatres or the 
strategies of arts fiunders. Accordýng to the administrator of one of the writers' 
groups "people see us as impartial and independent, especially for script-reading 
and development programmes. We're not looking for scripts for particular 
theatres. "42 The significance of this lies in the fact that individual theatres are 
often very specific about their requirements for the plays that they produce, and 
this is reflected in any report they might give to a writer about his or her script. 
41 Comment at seminar organised by University of Birmingham MA in Playwriting Studies, 13t 
March 2001. 
42 Conversation with the author, February 2001. 
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Indeed, for this reason, Writemet provides a warning to writers thinking of 
enclosing previous script reports when they send out their play for consideration 






limited interest to another theatre 
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will be, looking at tile, vvuin tivui tit` pulil4 t vl `vii vv Oi its ovvr, i ärifuýuC P0111, y 
(Wrlternet 1999, p. 3). 
Operating nationally and regionally, the playwrights' organisations also help to 
overcome the isolation that playwrights experience through the solitary nature of 
A cc t_ tttr 43 their work, and establish a sense of community among WI ilers [... ], a sharing". 
lt1 AO Y this Ap1 the 
is 
Ad writer underlined on 
theatre, john Allen, who is of the opinion that "perhaps the most serious of the 
contemporary playwright's anxieties is this sense of isolation" (Allen 1991, 
p. 245). 
At their most successful the writers' organisations have also fulfilled a role in 
bringing together not only writers but also a range of organisations and 
individuals working in the field, through the events they Organise. 
This element 
Oi their `vv Oi 1\. is not iiu au aSp _C. vi 
their r vt% in vv er eviiiiii6 vvTiýNa. ) ISO a lvii, 
but is also linked to their aim of raising the profile of new playwriting. 
They 
regard advocating for new writing in the theatre as a necessary part of their remit 
in the light of the attitudes that new writing is a risk (for both producers and 
audiences), and given that new plays have been so frequently squeezed out of 
theatres' repertoire or consigned to small performance spaces. 
43 Conversation between writers' group administrator and the author, February 2001. 
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Chapter 1 examined concepts from public policy studies, and argued that they 
could be applied to the policy activity of arts organisations. These included ideas 
about organisations enhancing their resources to give them privileged access in 
policy %a i-t-suIL atiGii, T. 11-11S a". vuiiL of the Ylay vv? 1ghtS associations hass InGilcated 
Ways in which these groups have organised to increase their resources and thus 
their influence on policy. 
Chapter 3 suggested that the approaches of governance and democratisation, and 
the concept of civil society, could also be useful in understanding the cultural 
policy field; and one of the aspects that these ideas share is the importance of 






llle lý the 
nnLlciepit 
V +-ý o1f civil 
oyý arl,. C\o. 11L of 
Society is an "emphasis on the dynamics of self-organization" (Gunsteren 1998, 
n. 130). It is where "people form their ideas and organize themselves" (ihid). 
Bound up with this conception of self-organisation is another kev aspect of 
democratisation, governance, and civil society: the participation of such 
associations in democratic and civic life. This chapter has begun to show ways in 
which the playwrights' organisations fulfil these criteria, bringing individual 
Writer S together, exploring and developing ideas and policies, and intervening in 
poiI%y issues in the theatre Sectvl'. They can thus be seen as mu-Latching üY LV the 
Voluntary, independent, and engage agencies that are the components of an 
active civil sphere and democratic society. In their own internal organisation they 
have also manifested some of the alternative and experimental forms of 
participatory democracy discussed in Chapter 3, illustrating both strengths and 
weaknesses of these. 
Chapter 3 also discussed the concept of the common good, and the wva`, in which 
sectional interests need not run counter to it but can be an integral part of it, since 
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the common good is a changing reality which is produced out of negotiating and 
contesting special interests. As we have seen, theatre commentators have noted 




ßi 4n ri n, r}nrý4 -Vn. r n, 4ý n, rý and 
A 
roI- o heil vwn memvei s uý are impo t, ant, 
for the pro ection and development of 
theatre more generally. This is certainly how the w'riters' organisations perceived 
themselves: "New plays do fill theatres and in defending the position of living 
plays and living playwrights the Theatre Writers' Union is defending not just a 
sectional interest but the position of the live theatre itself in the cultural life of 
44 our times" (original emphasis). 
The strategic notions of organisations increasing their resources of expertise and 
activity to enhance their status and thereby their influence on policy, thus 
combine With the theoretical explanation 01 their place in civil society, to give a 
r ror n , i> ri standing n nr4 4+t+vr+ r po wý eýýpul ýý ame ,ok for r andertboth, the significance oC IL pr a. 
r+itioneI s 
role in policy-making, and how they can achieve it 
5.4 Theatre Companies 
The major focus of this chapter has been on the playwrights' organisations, 
because of the particular and significant role they have set out to play in 
attempting to influence policy in their field. 
However, it is also o course 
r+ nom /- -t- 
4 the 




-n4 the important to pay at entiman 
to the oche ý, y players in his pollc sector: the 
theatre companies. 
 Theatre Writers' Union press release, Playwrights Call for the Dead Writers Lcv v, 11th 
November 198'2. 
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The previous chapter outlined a model of a triangular relationship among 
playwrights, theatre companies, and arts sunders. Theatre companies -look both 
ways' as it were: they join with playwrights in criticising or making demands o 
arts funüerS, or in trying to influence policy, but are also a focus the msel v'es of 
play'v i ; hts' attempts to affect their repertoire and operati onS. 
Appendix 3 gives a brief account of some of the main theatres involved in new 
writing, while the rest of this section considers some general points about theatre 
companies and their work on new piaywi'itüig, their collective organisation, and 
their role in relation to policy-making. 
As we have seen in Chapter 4, in the references to new writing in the Arts 
Council's Annual Reports, theatres in the subsidised sector have been presenting 
new plays f olll the early Uays of the sectol s development after the Second 
World War. For most subsidised theatres, however, new plays : lake up a small 
proportion of their overall programming, and some theatres present them only 
rarely. From the situation in the first decade of subsidised theatre, when new 
British playwriting was "decidedly thin on the ground" (Chambers and Prior 
1987, p. 13), the growth of new writing has not, by any means, been smooth or 
consistent. Organisational, economic, and political factors affect the number of 
new plays being presented; and there has been a persistent strand of thought that 
has designated new Writing as a risky venture - although as we have seed this has 
been 
challenged 
by writers' organisations, and questioned by the c, ' -ts 
Council. 
ý, 
Many directors, moreover, have seen classic plays as the route 
by which they can 
establish their reputation, and against which their work is, "defined or tested' 
(Delgado and Heritage 1996, p. 4). It is therefore still the case that new writing 
77ý 
forms only a small part of the programmes of many theatres, with none at all on 
the main stages of some theatres (Peter Boyden associates 2000b, p. 14). 
However, some theatre companies have sought consistently to include new 
writing in their repertoire, and there are also a number whose prime purpose is to 
promote new playwriting. Of the building-based Companies, most are in London. 
This has the effect of providing a 'critical 1 lass' 
, which 
both strengthens and 
develops new playwr ting giere, while at the same time creating an national 
focus 
and profile for new work, In addition, many of the services and opportunities for 
playwrights offered by these theatres are open to writers across the country. 
There are also touring companies which specialise in presenting new plays, thus 
enabling new writing to be seen more widely. But there is also a necessity for 
locally- and regionally-based theatres with an interest in new work; and those 
areas without such a theatre experience a lack of opportunity and focus for new 
, writing. an 
ýann n4a n, ran 
ý. 
r +ýv 4t%n This is underlined. in a consulianon darer, produced 
by he Sout 
i rý eßt 
Regional As Bo rd which, considering the establishment of a regional theatre 
dedicated to developing new work, puts forward the argument that such a 
theatre would be a major force in producing circumstances conducive to the 
production of new work throughout the region" (SWA 1997, paragraph 57). 
The involvement of theatres in new playwriting is not confined to the 
commissioning and performance of new plays alone. It also includes reading of 
unsolicited' scripts (theatres 
have liwidreds, and in some cases thousands, of 
plays sent to them each year) and the provision of the readers' ritten reports to 
the play w rights. Theatres offer residencies and attachments; sho cases, 
workshops, readings, and talks. Some organise competitions and awards; the 
setting up of writers' groups and the provision of space for writers to work and 
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meet together; projects for young writers; collaborations with other \\Titers' 
groups; and the publication of playtexts, usually in partnership with established 




ý4n from the o Ji-r-edia te locality or reg edion fror these r fror 4heesse opportunities to pa 
others, particularly the Tondon-based theatres and touring cornpanies, take on a 
national remit in offering such services to writers throughout the country (cf. 
Appendix 3 for more details). 
Almost all the theatre companies are members of national management 
associations: the Theatrical Management Association in the case of the 
subsidised repertory theatres, and the Independent Theatre Council for the small 
and mediumm 1w 
lei 
rýVstiy L oUllilr, sýctVr. These 
assVC1ÄLIG ýs ýffýr a railge of 
services to their members, representing them in negotiations w th the unions and 
in other forums, organising meetings and events, and providing training, advice, 
information, and regular newsletters. They are run by committees elected from 
their membership, and employ professional staff to provide these services and 
organise the day-to-day running of their offices. 
Clearly, there is a central point of common cause between the theatres and the 
playwrights' organisations in that their aim is to make possible the production of 
new plays. However, there is also an 
imp_ oI-Lallt difference between fl-hem 
regarding their emphasis on 
in luencing policy. While theatre companies have 
indeed sought to influence theatre policy , this is almost always the result of 
external circumstances since their overall function is to produce plays. In 
contrast, the playwrights' organisations have more often seen policy 
development as a key feature of their overall purpose. On the other hand, the 
theatres' management associations do have a function that includes policy 
IN 
influence; for example, taking part in discussions with the Arts Council over its 
theatre policy, including its new writing schemes. Theatre companies' 
involvement in influencing new writing policy is examined further in u he next 
chapter. The 
lieht section, me älnwhile, considers Ke j% issues in which play righLsý 
organisations have sought to have an influence on the policies of the theatres. 
5.5 Theatre Companies and New Playwriting: Issues of Contention 
Throughout their existence a major focus of the playwrights' groups has been the 
operations and policy of the theatre companies. indeed, it has been argued that 
GG ýt 1_ i11_". 
'5 Ce! ti _rt 1 
pur pr-ýma y contest was not with tile sunders but With the ea res ai lly, 
for large parts Of iii, ii I %E 
ri `ýýv afl A sui vy rl ýEi SGuild vv Ei E EiibägYEü in 
negotiations with the theatre managements over contract details, and these two 
organisations; together with NPT/Writernet and regional and local playwrights' 
groups, took part in discussions and campaigns to bring about changes in 
approach by theatre companies on a broad range of matters. These issues include 
the treatment of unsolicited scripts, commissioning, the presentation of plays in 
less than full production, the place of the writer in the theatre, and payments to 
writers. 
5.5.1 Unsolicited Scripts 
One of the issues that appears repeatedly in the newsletters and papers of the 




For ro ghts, and particularly 
thLhhose 
``vti+iii have rriot unsolidMed scripts. i i-nanyt r pýaywr1 
's David Edgar, Of age at last. Happy birthday to TWU, draft for TWU Newsletter, [October 
1996]. 
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yet become recognised, they are left in the position that they have to approach 
theatres with a play already written, or partially written, with a view to 
persuading a company to produce that play or to commission another one on the 
strength of the script being sent to them. Unless ä theatre company is able to 
employ a. literary manager or someone else to read and respond to the scripts they 
receive, large quantities of playscripts can accumulate and remain unread. 
When the Theatre Writers' Union began in 1975 only a handful of theatres had 
any organised arrangement for dealing with scripts, and even fewer had "literary 
dtepartmelitS with tolerable systems of r reading ý and registering plays" (Bala . 
i-s 
1975, Y. 4". nS mentioned eäTiiei, U11) vv as Lilie of the 1 1%, iilS 1 e0061-11 se 
d at the 
event, 'Towards a National Playwrights' Conference', in 1978. 
From the point of view of the theatre companies another aspect of the situation 
was that many of the scripts they received were not of a high enough standard to 
be considered favourably. This point is made by several of those 
interviewed for 
an Arts Council report into setting up a national playscript centre. 
46 The Literary 
Manager of the Royal Exchange Theatre, 
Manchester, Michael Fox, describes 
many of the playscrints they receive as being "very poor in quality and often 
more in search of guidance and encouragement than in expectation of a 
production"; while David Aukin, the Artistic Director of Leicester Haymarket 
Theatre, refers to "the lack of quality and suitability for staging [... ], often 
unproduceable scripts'. "" 
Lloyd I. Trott, (1986) Preliminary Enquiry into the Feasibility of a National Playscript Unit, 
Interim Report 4th September 1986. 
47 Lloyd I. Trott, (1986) Preliminary Enquiry into the Feasibility of a National Playscript Unit, 
Interim Report 4`h September 1986, pp. I 1-17. 
226 
This unsatisfactory situation continued to persist in the following decades. The 
paper produced by the New Playwrights' Trust during the NAME consultation in 
1791 questioned the quality of "most theatres' treatment of unsolicited work", 
and .. 1 ed for "a national ,,..,, , » 
48 
moo, -,. s %e e %ex ex 
1.. uiiu waile coherent t na+til sysateili Colýice Concerns iessec 
by 
writers about 
the lent h of time it, took for companies to provide feedback on 
plays sent to them, and on the quality of that feedback; and frequent complaints 
were made that there was no reply at all and even that playscripts were lost by 
companies. The NPT paper points out that such poor responses also involve a 
financial cost to playwrights, who then have to reproduce extra copies of their 
scripts. 49 At the same time, theatre companies continued to find that they were 
seih scripts by writers who had taken no trouble e to learn anything about the kind 
of play the tthe-a te was interested in producing. 
Nevertheless, as we have seen above, and is evident in Appendix 3, most of the 
theatres committed to new writing see a willingness to receive and respond to the 
scripts sent to them as an important pari of their tole: a "responsibility to the 
wider 






pý eo [. .. 
] and he recognit tion hay t be a 
contribution to writers' development" (Writernet 1999, p Zl Even some of those 
directors lamenting the quality of the scripts sent to them were nevertheless, 
anxious to find a positive solution to the problem. David Aukin, for example, 
after expressing his concerns to Lloyd I. Trott suggests that the Arts Council 
should therefore fund dramaturgs to "offer constructive and specific help to 
writers. ' 
S0 
48 New Playwrights' Trust, NPT Submission to NAMS, [London, 1991? ], paragraph l . 
7. 
49 New Playwrights' Trust, NPT Suhmissiorn to NAMS, [London, 1 991? ], paraýraphl. 7. 
50 Lloyd I. Trott, (1986) Preliminary Enquiry into the Feasibility of a National Playscript Unit, 
Interim Report 4th September 1986, p. 12. 
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However, it is clear that few unsolicited scripts are actuall`, produced. The 
position frequently stated by theatres is that they prefer to build relationships 
with writers LIIemselves, helping LU de clop he writer and their work in 
pa ýershiý,. This is borne cap Dy the Ia i that bcth irlüi v iüüa1, theatres, and 
guides for writers (e. g. TWJ's members' guide [1986]; Harcourt 1993; Writernet 
1999), emphasise the importance of writers ascertaining the interests of the 
theatres they would like to work with, instead of sending their scripts out 
indiscriminately. The West Midlands TWU newsletter, for example, asserts that 
"the best chance you have of getting a play on at the Rep or Belgrade is to watch 
their productions and know what they do and how". 51 Writernet advises writers 
to "view the script as a calling card to demonstrate potential and individual style, 
i0 vv ü, i ds developing a relationship with a theatre company", rather than cxpeCti. llig 
tthe first script they send to be produced (Wrlternet, p. 3). Some theatres also 
suggest that writers send synopses and samples of dialogue rather than complete 
scripts as a way of making the initial approach. 
It is still the case that many theatres do not have the resources to respond 
adequately to scripts sent to them, but the situation has undoubtedly improved. 
Indeed, the literary manager of the Soho Theatre, one of the leading new-writing 
companies, was able to say In 1997 that he thought the reason that considerable 
numbers of scripts are sent to British theatres from elsewhere in the world is 
"because people know that if they send a play here, we'll actually read it and 
we'll write back to them with a few thoughts. Whereas in a lot of countries, 
`' West Midlands TWU, The Page, September-October 1994, [p. I] - 
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there's no dramaturgical interaction at all. [... ]I think Britain's looked upon as a 
bit of a role model in theatre. "52 
Although one should be cautious in making a direct correlation, certainly this 
improvement in theatre companies' treatment of unsolicited scripts was not only, 
the result o the work- and c1 titudes of 
he theatres themselves but also coincided 
with the efforts vi the piaywri ing organisations. The comments and complaints 
in the minutes of the playwrights' organisations were reflected in the proposals 
they put to theatres and funders, and in the focus of their campaigns. These had 
both a local and a national dimension. A `priorities' paper of the West Midlands 
branch of TWU in 1988 called for a full-time literary manager to be appointed at 
one of the main theatres in the region and, when this eventually occurred at the 
Birmingham Repertory Theatre, the T WU branch was of the opinion that their 
pressure had helped to secure this post. 53 Nationally, TWU made an input into 
the preparation of IT ms's i e`vW writing g idelines, with the result that "the author 
seemed to have taken on board most of the points that Union members had made 
at draft stage". 54 In addition, as we have seen, NPT made suggestions for a 
national system to deal with scripts in its submission to NAMS. 
Playwrights' organisations also took matters into their own hands. They 
organised workshops such as Stagecoach! 's 'How to get your play read' sessions 
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522 Paul Sirett interviewed by David James, `Soho Seasons', Writers' Newsletter, April 1997, 
pp. 12.1 3. 
53 TWU Annual General Meeting Minutes, 18'x' May 1996, `Branch Delegates' Reports'. 
`' TWU Newsletter, summer 1993, p. 3. 
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activities further raised awareness of the issue and are therefore likely to have 
helped to change attitudes towards the treatment of piayscripts. 
5.5.2 Commissioning and Producing 
A further, closely related, issue is that of commissions and their production. In 
1974 the Assistant Drama Director of the Arts Council questioned the success of 
its --ml 11JS1ýl11s scýlel le, Siii -I--P 11 e 14 plays commissioned wruugh the Axt 3 
Council only eight have so far achieved even a single production" (Andrews 
1974, p. 91). The mismatch between commissions and productions was also noted 
by Colin Chambers in relation to the National Theatre's "habit of 'buying, lots of 
scripts but staging very few" (Chambers 1980, p. 49), and by the West Midlands 
branch of the Theatre Writers' Union which carried out a survey of the region's 
theatres in the early 1980s and discovered that they "appear to commission more 
than they perform". " 
This was still an issue at the beginning of the 1990s, when the New Playwrights' 
Trust pinpointed the problem as one of -poor development" and suggested that 
"there needs to be scrutiny of relationships 
between conimiss to tiers and 
56 
, on o point n rn that nr rin it writers". 11.3 echoes 
the poiný made by Chambers that commissioning has its 
problems": on the one 
hand, `Writers "may not come up with the goods, or may 
produce a script that is not up to standard"; on the other hand, because 
commissioning is a gesture of trust in the writer, there are serious consequences 
if it is not honoured in full [... ] or worse, if it is not honoured at all [by the 
theatre company]" (Chambers 1980, p. 59). 
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A recurring theme in the newsletters and minutes of the play\\Tights' 
organisations is the desire of writers to see their work on its feet'. This reflects 
an understandable wish for their work to bear fruit - for' lt to be realised in 
front 
n ý. osten It n na iiý, ý. ý, ronvS ý nnary +ýPanr he work of the process n creating he work an au lý. ilýe. ý is also t of tiiý, rrVtýwý Vf t 
itself for it ýSw dely renn used in the theatre community that a new play needs t , 
la: 
to go through the process of rehearsal, and almost certainly the accompanying re- 
writing, in order to reach its proper finished state. Commissions that do not lead 
to production are therefore doubly frustrating for writers. There is an indication 
that some improvement had taken place by the late 1990s: the Arts Council's 
Theatre Writing Officer at this time estimated that 90% of the commissions the 
Council granted, mainly to small-scale theatre companies, were professionally 
produced 57 . 
It is worth noting that not all playwrights seek to be commissioned, preferring to 
write with the freedom to develop their work without the prior expectations or 
restraints (such as of subject matter or tiniescale) that Blight be created by a 
commission. Michael Fr-yn, a highly regarded British dramatist, has opted for a 
commission only once in his career-58 while 
Robert IHolman, who has had plays 
performed at some of England's major theatres, "would like to do without 
commissions at all. `The ideal, if you have the strength to do it, is just to write a 
play and find a theatre"'. 59 Playwright Charlotte Keatley explains that the 
pressures produced by a commission are both internal and external, saying that 
57 Telephone interview by the author, 1997. 
58 Comment by Michael Frayn at seminar organised by University of Birmingham Ma in 
Playwriting Studies, 9t' March 1999. 
59 Robert Holman quoted in Robert Hewison, `Case of the disappearing playwrights', Sunday 
Times, 26t' May 1985, p. 41. 
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she does not "write for commission [... ] because I don't want to give myself or 
anyone else an expectation upfront 60 
Nonetheless, for the majority of playwrights both the commissioning of a play 
and its realisation on stage are of great importance. Even for a relatively 
successful writer, doing without commissions is not financially feasible, as 
nn fý rvincý For reasons n the I rýmý 4r'a n4 n 




rnthe play VV11gh organis0. 
ions 11aVe 
thus arg ; ed not only for better commission rates but also for increases in the 
number of commissioned plays produced, 
5.5.3 Workshops and Rehearsed Readings 
The previous chapter explained the debate on development versus production as 
it was manifested in relation to the work that playwrights' ai ganisatiolis have 
undertaken with ne wow and developing, writers. There is another, closely related, 
aspect that is relevant in this section on the issues of contention between theatre 
companies and writers' organisations, and that is the question of workshops and 
rehearsed readings promoted by some theatres in place of full productions of new 
work. 
Concern has been expressed by playwrights that although such activities 
frequently give "invaluable help" to writers 61 some theatres have used them as 
an alternative to productions rather 
than employing such methods as pal t of a 
process of 
developing the writer and the pla`y'. The TWTJ's member sý guide, 
updated in the early 1990s, noted that `workshops and 
readings are proliferating" 
60 Charlotte Keatley, `A Work in Progress', The Lowdown (North West Playwrights' newsletter), 
No. 25, May-July 1999, [p. 6]. 61 TWU, Newsletter [between April and July 1990], no page numbers. 
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and went on to say that "the suspicion must be that some theatres are using them 
to maintain the appearance of a commitment to new work, -. 61 An article in the 
IT riters' Guild newsletter in 1994 criticises theatres that. "offer vtiolkshops or 
readings as a token gesture to new Work. NT playwright i knovw wants a 
workshop r... ]. Plays were meant to 
be 
played, not re d. What play` rights want 
is a production! "63 New-writing theatres like the Royal Court and Soho Theatre 
hold a similar view, regarding workshops and rehearsed readings as "tools" in the 
development of plays for production, rather than as "consolation prizes". 64 
It is evident from the previous chapter that in fact writers are interested in 
workshops, but the point made in these articles, and by other playwrights in 
meetings and discussions reported in till nuLes and newsletters, is that they do not 
want them as ä substitute for, proper p%-, forT antes. 
The other aspect of concern in relation to such activities is the lack of ground 
rules for their conduct. The TWIG guide therefore advised writers who are offered 
workshops or readings to be cautious, to make demands of director and actors, 
anrd to n seek clarification v 
ni the prurpo rvýýse vn vl 
the activity. It l, allsnýo pointed out that it it is 
"rare for anything more than expenses to be paid to those involved" and that at 
most a writer might receive "a nominal fee of a hundred pounds or so". 
65 Paying 
writers for their work in developing their scripts during workshops has been seen 
as essential by the playwrights' organisations in their own activities: both North 
62 Kevin Mandry and Antony Pickthall (eds), Theatre Writers Union Members Guide, [n. d. ], p. 10. 
63 Allen Saddler, `Getting Your Play On: Report from the South West', Wý; riters' Newsletter, 
Sring 1994, Vol. 10, No. 1, p. 6. 
6-f Paul Taylor, `Let's do the new plays right here', Independent, 2 October 1996, section 2, p. 9. 
65 Kevin Mandry and Antony Pickthall (eds), Theatre Writers I Trion Members Guide, [n. d], 
pp. 10-11. 
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West Playwrights and Stagecoach!, for example, introduced payments for the 
playwrights in the very first workshops they ran in 1983 and 199-2 respectively. 
5.5.4 The Writer As Part of a Team 
The idea of isolation as a significant aspect of the experience of the playwright, 
and he role of the playwrights' organisations in helping to overcome tells, has 
do is nlr noted. v 
he 
very nn nr 
of 3ch an o CL 
ni nr r1 nnis al1V11 1J 11eCL yy been llThe 
very fact of being part o V1 gQ 
important for many writers. The Writers' Guild draws attention to the point on its 
web-site, noting that "writing is by its nature a solitary occupation" and going on 
to say that " membership of the Writers' Guild means that writers need not be 
isolated [... ]. Our professional, cultural and social activities enable writers to be 
part of a community, in touch with each other and with new ideas". 66 
Another way that the playwrights' organisations help to overcome isolation is in 
their negotiations with other bodies, and in particular with theatre companies, in 
order to create conditions in which writers can be integrated into the theatre as 
part of a team. This has pro proved to be necessaý y not only because Of the solitary 
nature of Nwiting, but also because p -nI aýn rights 
have often felt excluded from the 
life of the theatre, even when writing for a particular company. 
Barnard (1991) suggests that "too many writers [... ] even at theatres with the 
best practice, are abandoned after their first commission and writers with 
commissions from I any regional ceps are too often left to thet OWnI devices" 
(p. 42). Letters and articles in the newsletters of the play'vvTig 
hts groups contain 
comp amts about w iters being left L':? 1P omied about developments in the 
66 Welcome to the Pf'r"iters' Guild, http: //www. writersguiId. or . uk 
(accessed 17th August 2003). 
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production of their own play; while an article in The Stage refers to "writers 
banned from rehearsals while actors and director set about the script". 6' 
Playwright Richard Nelson observes, from experience, that if tiie piavANiright's 
been Sept at arm's 
fen 
th 
from the beginning or the relationship is distant, i he n 
you 
don't have trust [... you have chaos or you have hell" (Nelson and Tones 
(ed) Chambers 1995, p, 103), 
From the theatres' point of view, some directors have of course experienced 
difficulties with writers, but this should not negate the overall point that in a 
profession as collaborative as theatre necessarily is, writers should be seen as part 
of the tea . 
In this context Allen (ý 9Q1} agrees that it i11 s "neeessaýy to reime r üte 
the laý[wrigght into the ensemble" (n 245-6) He goes on to say It 1S this 
reintegration which is the outstanding feature of the new contracts at present 
being negotiated by r... ] the Theatre Writers' Union" (p. 246). What he is 
referring to is the clause that TWU included in its first draft of a standard 
agreement for the theatre companies, whereby playwrights would be entitled to 
be paid for their attendance at rehearsals, and which the Writers' Guild also 
supported when the two organisations became jointly involved in the 
negotiations with theatre manager nents. i his has continued to 
be ä very 
important part of the contract ab eements, together with other features that allow 
the writer to he involved in the choice of the director, designer and cast for the 
play, and to be consulted about its publicity material. 
As we have seen, other ways in which theatre companies have helped to draw 
writers into the life of the theatre is through writers- groups, residencies, and 
67 Ann Fitzgerald, To be this good takes stages', Stage and Television Today, 5th August 1993, 
17 
? ýJ 
attachments which, at their best, have proved invaluable both to the plav\Trights 
and to the theatres involved. But such resources have not been widespread, and 
initiatives have therefore also been taken by playwrigllts' organisations in an 
attempt to bring writers and theatre companies closer together. Stagecoach! 
operated, for a while a seeding scheme to encourage theatre companies to work 
with writers, whereby awards were given to enable companies to develop a script 
with a writer, and to "progress the relationship between the writer and the theatre 
company", leading "ideally towards a full commission being offered". 68 Other 
playwrights' organisations have offered similar programmes. 
Such schemes in fact encapsulate several aspects of the issues discussed in this 
chapter. Firstly, they engage with the reluctance of theatres to produce 
unsolicited scripts, and the advice to playwrights not to submit scripts without 
ýrý. nor Iý s-ýýn rI 
I 4he 4r concerned. 41,1 -i a 
deal fit 
St galll1ing 1111v vv iý, 
dge of the u1 aLi es 
Secondly 
, uiýy u«ý. il1 L 
tv uý. a 
with the concerns of playwrights about workshops and development which do 
not result in commissions, And thirdly, they help to overcome playwrights' 
isolation by encouraging companies to work closely with a writer. 
5.5.5 Paying the Playwright 
While Chapter 4 considered the issue of finance with regard to the arts fanciers' 
schemes for supporting new writing, his section looks at the issue in relation to 
ýo^n indicated o rý r nrn+n n, nn 
been nrn ent thea} 
tres. 
As earlier, 
fina11cial hardship has 
a persistent 
characteristic of vr Ling for the theatre, and many theatre writers 
have to 
supplement their income from a variety of other sources. According to Allen 
"most professional playwrights earn a large proportion of their income from 
68 Circular letter from Mick Yates, Administrator of Stagecoach!, 18`h July 1995 
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writings or activities irrelevant to the theatre"; 69 and Billington adds that writing 
for the stage "is becoming, for too many dramatists, an occasional occupation 
which they squeeze in between film and television projects which are the real 
70 ý_ ýr «rr T and r earners". Of over three hundred playwrights (members of T VV U and of the 
Writers' Guild) who responded to a survey in 1986, sixty-nine per C ent earned 
less than £5,000 fro writing for the theatre In the two preceding years (TNVUT 
1997, p. 29). The average annual wage at this time was £8,700.71 Circumstances 
such as these provided the impetus for the playwrights' organisations to seek not 
only more funds for new writing from the arts funders, but also a standard 
contract with the theatre managements in order to ensure that levels of payment 
were consistent for all writers in all subsidised theatres. 
Over the years the writers' organisations have been asked to intervene in 
numerous disputes where playwrights did not receive the agreed rate for a new 
play, often with positive results. As we saw in the last chapter, a major instance 
oro 
of underpayment occurred In týý 
l+e 
early 1980ns, when o+ý minaýýry devolved theatres were 
found to be underpaying pi aywrights. A paper produced by TWU estimated then 
that only a quarter of these theatres were paying the standard rate, and that over 
half had paid less than the standard for four consecutive years. 
72 TWU succeeded 
in achieving the correct payments for some writers, and the Arts Council's 
Drama Department was persuaded to write to the theatres about the issue. Other 
instances occurred in later years: a TWU newsletter giving advice on signing 
ccm T_ý_n_r TATWTT 1 1_ 1ý 
contracts recounts that "the Delegate 
Committee Lot t1] Ilas been having l0 
69 John Allen, The contemporary playwright in the European theatre, draft paper, July 1979, 
26. 70 
Michael Billington, `Where have all our playwrights gone? ', Guardian, 5`t' March 1988, p. 16. 
7' Department of Employment (1986) Employment Gazette, Vol. Q4. No.?, p. S46 
72 TWU, Underpayment of Playwrights: Devolution and 
the T%1A theatres, December 1983. 
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sort out more and more contractual messes». 73 A newsletter item on a dispute 
between a writer and a theatre company gives an illustration of how serious these 
`messes' might be. "The Manchester Branch of Twit has advised all members 
not to submit work to this company and to withdraw any sciipts already ýtiiiii 
ýi iem. The company have beeil performing the play withou pe% izssioi1 or 
payment" (r1, ß Pmphäsýs). 74 
TWU and the Guild were therefore involved in negotiating, and later renewing, 
the standard contract agreements and at the same time ensuring that they were 
adhered to. The negotiations themselves often ook years, with disagreements 
proving iitiäctabi% üt times, and frustration being palpable. For example, ä i% ei 
from the TWYT. J and Writers' Guild Negotiating Committee to the Theatres' 
National Committee begins "we are well into the third year of these negotiations. 
These have been years of mounting inflation and this delay has benefited the 
producers greatly". 75 The following year, at the end of five years of negotiations 
with the Independent Theatre Council the proposed contract was finally rejected 
by iiC, to the dismay of playwrights who felt they might be left with no 
al1 
76 
ternative but to go on Strike against ITC companies. Understandably, from the 
theatres' standpoint, they were facing financial difficulties and felt that they 
could not afford higher rates. But as the writers' organisations pointed out, not all 
people working in the theatre sector were having to accept a drop in their 
earnings, and in a noticeable number of instances, as we have seen, writers were 
actually receiving less than the agreed rate. Clearly, whatever financial 
restrictions theatre companies were experiencing, the playwrights' groups felt 
73 TWU, Newsletter, August 1989, p. 10. 
74 TWU, ]Newsletter, [between December 1985 and February 1986], p. 15. 
75 Letter reproduced in TWU Newsletter, August 1989, pp. 14-15. 
76 Robin Stringer, `Theatre writers threaten strike', Evening Standard, 17`h October 1990. 
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justified in defending the interests of the dramatist in these circumstances, and 
were not willing to let situations like these go unchecked. 
5.6 Conclusion 
Following Chapter 4, which discussed the arts tunders and their policies on new 
playwriting, this chapter has aimed to introduce the other principal organisations 
involved in new writing for the stage, and to consider the maul issues with which 
they are concerned, including areas of contention 
üetLveen theatre co parries and 
playwxrrýghts' groups. Indeed, as recounted earlier, it was the lack of contractual 
arrangements with theatres and the subsequent feeling of writers that they were 
the "Cinderella" of the theatre sector, 77 that fuelled the development of the 
playwrights' self-help movement. 
This relationship of contention reveals another aspect of the triangular 
connections among playwrights, theatre companies and arts funders; for in some 
of these issues of dispute between companies and writet's, the latter have sought 
help from the Aurts Council to resolve them. Thus, in 1983, after prompting by the 
writers' organisations, the Council's New Writing Officer had written to ren-, 1nd 
theatres of their obligations to spend their new writing funds on the purpose for 
which they were granted ; 
78 while in 1994 the officer then in post sent a letter to 
theatres about their new writing policies, "closely based on the draft submitted to 
. him by ourselves [i. e. TWU and the Writers' Guild]" 
79 
77 Ann Fitzgerald, To be this good takes stages', Stage and Television Today, 
0' August 1993, 
17. 
West Midlands TWU, Newsletter, 28th September 1983. 
79 Theatre Writers' Union General Meeting minutes, 19th November 1994, p. 5. 
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This is the mirror image of the joint activity undertaken on occasion by the 
playwrights' organisations and theatres with regard to Arts Council policies. S-So, 
although there have been important Issues of disagreement between theatre 
n nvv, fn1 on nn 
ýn<nIrr+n-ý4nýr 
nv++nn4+ýr+n 4ti+e +<+ýý n<. nIný ^rý °ý tog-r 11-1. VVL11ý1Q11l Rn p1Q. y VV115i1LJ V1ga111JUL1V11J, L11 LVVV 
have 
aiJV VVV1111. U 
Sometimes this point work arises from their recognition of the need to make a 
combined approach to the arts funders, but also, as is shown in more detail in the 
next chapter, there has been a range of activities to promote and develop new 
playwriting on which they have collaborated. 
There are many shared points of interest between theatre companies and 
playwrights; and so, even when challenging theatres on the issues, the writers' 
organisations have remained aware of the difficulties laced by them. Thus, for 
instance, when iv was gäilieiiiig inivrn'iatiOn about +1, -- -- - 
unsolicited scripts, it explained that it wished to "Suggest a way for wwarrd to 
theatres -a practical set of guidelines which would have the unions' stamp of 
approval and yet not stretch theatres' over-burdened finances to breaking 
point". 80 Similarly, although Allen Saddler in the Writers' Newsletter article 
cited earlier is sharply critical of theatres' practice in relation to new playwriting, 
saying that "it is easier to plant an unexploded bomb in a theatre than to get past 
the door' with a new play", lie goes on "you can't biaille them [theatres] too 
81 much. One dud production in a year pus them in a financial hole. 
80 Unsolicited Scripts - unattributed insert in TWU Executive 
Committee Minutes, 5`h March 
1994. 
81 Allen Saddler, `Getting Your Play On: Report from the South West', Writers' Vewsletter, 
Spring 1994, Vol. 10, No. 1, p. 6. 
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Equally, the writers' organisations have recognised and welcomed the positive 
features of theatre companies' work, for instance discussing with the Arts 
Council theli wish to publicise the "many examples of good practice lil the 
choosing of writers and ways of working, and in the quality o support offered to 
a writer as she or he works on her or his play" 
82 
This chapter has illustrated ways in which theatre practitioners have organised 
themselves to contribute to the development of play-writing policy. Setting up 
their own organisations, they have taxen initiatives (including research, writing 
development activities, joint campaigns and negotiations) which increase their 
resources and profile, thus opening up opportunities for policy influence. Playing 
a part in policy activity in this, way, they emhodv the idea of the voluntary and 
independent associations that are necessary participants in the sphere of civil 
society. 
Clearly, the interconnections amongst the different actors concerned with new 
playwriting are a significant feature of the landscape in which they engage in 
policy activity. 1 he next chapter examines 
fur thel the ways In which these 
n inn on s. 
4i. Ior It nn" nno the 
f- 
mit of r rt1 pat on organisations rt with each Gull. 
It discusses 
thy, 
forms iii paiuciation in 
which practitioners have been engaged, and the networks 
in which they have 
been involved; and it draws out and focuses on key issues arising from these 
connections, and their effects on the development of new writing policy. 




New Playwriting: Networks of Policy and Practice 
The two previous chapters have introduced the principal agents concerned with 
new playwriting policy, the issues with which they have been concerned, their 





chapter further investigates es the role r 
le 
of n practitioners 
influence 
pracrs In 
theatre writing policy by examining in more detail the range of channels, 
processes, and methods by which organisations at national, regional, and local 
level take part in policy-making, and discussing key issues about their 
participation. It then considers the inter-relationships amongst the organisations 
involved in the sector and argues that these networks have a significant effect on 
theatre practitioners' involvement in policy formation and implementation. The 
chapter links these points to the analytical frameworks presented in Part I of the 
oni nýý r that the ýr . arv+o r ti ýrý 4 *but t fir thess, showing that the involvement in net vVol ks contres to making 
practitioners' groups more resource-rich, and enhancing their participation as 
voluntary associations in civil society. 
The next sections consider the two main forms of involvement and influence that 
have emerged from my research into new playwriting policy, which can be 
categorised as `itnvited' and `uninvited'. These two principal ways in which 
404v +ýrn 44+ r ha nn n4oý n nor n ý. + nrv 
t1+rý 4, 
theatre pý ac rLmners ha vB par ticipa ed 
in policy activit'y' al e itrs ly Lh ough he 
official channels of consultation and review, and secondly by their own 
initiatives to create and open up arenas in which they can attempt to influence 
policy and implementation. In reality the two forms often cut across each other. 
On the one hand, official channels ignore or bypass the organised communities of 
X42 
practitioners; instead, as we have seen, selecting individuals for consultation in 
line with their own criteria. On the other hand, practitioners' bodies push 
consultations further than planned, organising their own interventions in them. 
But the distinction between invited and uninvited is nonetheless a useful one, as 
it enables us to understand more fully the circumstances in which arts 
practitioners have participated in policy activity and the ways they have reacted 
to those circumstances. I 
6.1 Invitations to Influence Polic 
Within the category of invited activity are the consultations, reviews, and 
enquiries initiated by arts funders and government. Theatre practitioners are 
invited to make an input in two ways: some are brought into the process by being 
selected to serve on some form. of committee conducting the review or enquiry; 
but for most theatre workers, participation is confined to specific stages of the 
process. These usually take the form of meetings to discuss a consultation 
document, with the opportunity also to submit views in writing. There might then 
be another period of consultation around the version of the document revised as a 
result of the initial discussions. 
Consultations of this kind have become quite common in the recent history of 
arts policy development, reflecting the general trend noted by Maloney and 
colleagues (i 994) which describes consultation as a "growing phenotücüon" 
Policy influence can also sometimes be inadvertent or indirect. In other words, the organisations 
concerned are not consciously setting out to affect policy, but their work or the way they operate 
has an influence nevertheless. My interest here though is with deliberate and conscious efforts to 
participate in policy processes. 
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during the 1980s and into the 1990s (p. 23). Quoting Hansard, they point to an 
increase of governmental consultative documents from 11 to 267 between 1976 
and i 990 (p. 2 11 11 j. 
Since 1980 consultations have been initiated by the Arts Council on broad topics 
which are of concern to theatre practitioners, such as the National Lottery, and 
education and trail ing in he ails, general enquiries into the arts like the National 
A r+n and Media Stra Strategy V lr ýlV11rj Lý1LJ ar1U,, 1i11 ýl, as VV Qe 1I1QnlrV 1ý on Jt. o ok the ýl 11 x 
ýr en, tO'K the form ©1 a 1' 
consultation ex rcise5 as well as those reviews lpertaining specifically to the 
theatre field. 
Extensive consultation took place during the theatre enquiry undertaken during 
1986 and published as Theatre Is For All (ACGB, 1986) later that year. 
Similarly, the Poccc y/ur Drama of ixte English Arts run ing System , published a 
decade later, was, according to its Fore` Ord, "tile result of a process of review 
and consultation which involved artists, promoters, administrators, audiences, 
Regional Arts Boards and drama industry lead organisations" (ACE 1996c, 
[p. ii])' 
In 1999, the Arts Council's Boyden Review of regional producing theatres saw a 
wide-ranging consultation process consisting of several stages, with meetings 
held in all ten of the English arts regions. As pointed out in Chapter 4, the shift of 
focus in the review from the r egiionai re perepertory t eats es to the 
future of theatre 
provision in England more generally - the wider theatre `ecology' - emerged 
2 As evidence of this process of consultation the Arts Council published a synopsis (very poorly- 
written and edited, it has to be said) of the submissions they received 
(ACE: 1996d). 
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directly from this consultation process. This was the result of a number of 
factors, particularly the involvement of a wide range of theatre organisations in 
the regional consultation meetings and the concerted efforts 0 the Independent 
Theatre Council, representing small a ýd griddle scale co parries. 
Linked to the Boyden Review, the Arts Council also produced in May 2000 a 
theatre policy statement, The Next Stage (ACE, 2000b), and arranged for 
discussions to Laxe place, including with Me theatre community". Again, 
theatre practitioners were involved not only in the meetings organised by the Arts 
Council and RABs, but also set up their own events and made efforts to 
encourage responses to the consultation document. TTC, for instance, planned 
regional meetings of its members and reminded them to contribute in writing to 
the review process. 4 The result of this consultation, in July of that year, was the 
National Policy for Theatre in England (ACE, 2000c). 
Consultations have also taken place on a regional basis: at least seven theatre 
reviews, by six of the ten Regional Arts Boards, were conducted during the 
1990s. Air examination of these reveals that theatre practitioners were involved at 
n the -ýoo try n on r ßr4 







Boar S rev, e vJ O 
regional theatre provision, published in 1997, lists in its appendices seven 
"consultative sessions" during 1995 and 1996, five of which involved theatre 
practitioners, one which was for local authorities, and one open meeting (NWAB 
1997, p. 47). When, in 1996, South West Arts began a review of its policy on new 
theatre writing it held a number of "informal consultative meetings" with 
3 Arts Council of England press release, Arts Council sets out new vision for theatre, 18`x' May 
200n, p.:. 
4 Independent Theatre Council, Policy Matters, Issue 4, July 2000, p. 2. 
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playwrights in the region, and then produced a discussion paper to which it 
requested -`responses [... ] comment and advice", before producing its final policy 
docun lent SwA 1997, r oI ewoi'u, 
In addition to reviews which they have initiated themselves, the Regional Arts 
Boards have also undertaken consultations as part of the policy-making process 
for national reviews instigated by the ails Council. The aim of these is to 
provide. participants with the opportunity to i feet and discuss their views before 
sending their written submissions directly to the Arts Council themselves, as well 
as helping to inform the RAB's own response to the consultative document. 
At the local level there has been an increasing number of reviews undertaken by 
local authorities that have touched on the concerns of theatre practitioners. 
Usually, these reviews cove' arts policy or cultural policy generally, rather than 
y on theatre policy specifically; although some have ä section focusing particular, 
theatre provision. As indicated in Chapter 4, this increase in such review 
processes arose particularly following the issuing of guidelines to local 
authorities by the DCMS for the production of local cultural strategies (DCMS, 
1999a and 2000) and the expectation (though not statutory requirement) that all 
local councils would put such strategies into place. Consultation is seen in the 
guidance as essential to the process of producing a cultural strategy: -'meaningful 
active consultation with a wide range of organisations and local people [... ] is 
,r arc ni «' 'rayi to +i, +, +o, » central (DOMS 
2000, p. 10), i+4 is 
fundamental o uie strategy piocesS ` ivi 
2000, p. 29); and it forms two of the seven stages set out by the DCMS for the j -7 
achievement of a strategy. 
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The local authorities studied in my research5 were at varying stages of producing 
their cultural strategies, and had adopted differing methods of doing so. Several 
of them had carried out reviews of their arts or cultural policy, in which some 
level of consultation had been a feature. (Others had not yet begun, or were only 
beginning to embark on, the process of seeking e. -, 'L%-. Mal al -views on their 
strategies These reviews illustrate the wide variation in an roach that can be 
encompassed by the notion of consultation, with some allowing greater 
opportunity for involvement than others. 
One of the councils consulted with about two hundred arts organisations in the 
city, and included discussion groups, and an audit of the arts organisations, as 
weil as the circulation of initial papers and a report. Another involved arts 
providers in a strategy gri oup, aimed at shaping the strategy and bringing more 
arts organisations into the process. A third authority, in contrast., adopted an 
approach whereby it deliberately excluded representatives of single arts 
organisations in a number of task groups that it set up to produce its draft cultural 
strategy in order to avoid, according to its arts officer, the possibility of people 
lobbying for their own organisation. Instead these task groups were made up of 
individuals with relevant expertise and a broad knowledge of the field, including 
practitioners in the sector. The draft, strategy produced as a result of this process 
rn n -ý vim 
ý4n; o only the arts, r(r n nti was then sent out 
foI consul1a +ion, 
bu4 but oto lV 
4he major organisations 
supported by the council, with other arts practitioners having to request a copy. 
The scale of consultation required can be daunting for those local authorities 
attempting broad participation. One authority's arts officer, where detailed 
5 Local authorities studied were.. Birmingham, Coventry, Leeds, Newcastle, Sheffield, 
Worcester, 
and the Association of Greater Manchester authorities. 
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information was sought from all its arts organisations, "regretted" the huge effort 
involved; although he also emphasised that it usefully helped to -`engage local 
groups in the process and gave them recognition which they don't oft en get '. 6 
As can be seen from these examples consultation is often an on-going process, 
for development of strategy is, necessarily, not just a 'one-off occurrence. 
Indeed, the DIMS Guidelines emphasises iiie importance of iocai authorit 
i+ 1 +1, * "fixed lrrr ýrQ ')nný )ý Culturai strategies not vein in stone" Lam, ViJ -vv , x,. 32) anti 
the need for 
their periodic review (p. 37). kn illustration of how this might take place in 
practice can be found in the development of Birmingham's arts strategy, In 1990 
its first corporate arts strategy was produced, being developed through 
discussions with some arts practitioners in the city. In 1997 it was felt that 
changing circumstances necessitated the development of a new arts strategy, and 
a series of consultation seminars were set up by the council, involving a wide 
range of city-based arts workers. These took place primarily in the early stages of 
he review, alt Ough one meeting was held in the auf mit of 1,998 to comment on t, Lho I. 
t 
the proposals, and to offer suggestions 
for 'fine-tuning' them. Two years later 
again responding to changes in external circumstances ((and possibly also to 
political change that had taken place in the council), a consultative meeting was 
held specifically with theatre practitioners to discuss ideas on the development of 
theatre in the city. 
Occasionally a variation on the conventional forms of consultation is tried. An 
interesting instance of this is the Elements project set up in County Durham in 
1997, and involving the county coutnc! I, district councils, the Regions Ails 
6 Interview by the author, June 1999. 
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Board and three local theatre companies. The aim of the project was to create an 
infrastructure for the development of theatre in the county through a variety of 
activities, including cons 111ssioning new work and organism a festival. initiated 
b 
by the TRAB, county council, and 
district arts officers, theatre practitioners vv ere 
invited] onto the steering committee `. x which then developed the project, submitted 
an application to the National Lottery for funding, and - following the success of 
the bid - oversaw the delivery of the project. Theatre practitioners were thus 
involved at an early stage in shaping the project. The view of County Durham's 
arts development manager was that "the project can't move forward without the 
theatre companies. ''' in this way the Elements project goes beyond consultation 
alone, and represents an example of governance, as discussed in Chapter 3, 
where a range of agencies are engaged in policy development and delivery. 
Although the project did not fulfil all its remit (mainly, it seems, due to council 
staffing problems) it may be that this kind of collaboration can provide a useful 
model for the involvement of theatre practitioners 
in policy creation. For the 
conventional forms of consultation, outlined earlier, raise a number of questions 
in relation to their effectiveness and reliability. These questions were considered 
largely in conceptual terms in Chapter 3, and will now he discussed in relation to 
examples from my research. They particularly concern matters of selection and 
representation; resources, recognition and influence; and consultation and 
agreement. 
7 Telephone interview by the author, July 2000. 
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6.1.1 Issues in Consultative Participation 
Under the heading of selection and representation there is, firstly, the issue of 
WIIU 15 invited to CUilli'ibute. W teile the lists of those invite' to take pall in 
cons Mattions often seem comprehensive, my research also indicates that in some 
instances only w. limited number of organisations have been contacted ab- olit 
participating even though a larger number will he affected by the ensuing policy. 
This results in a perceived lack of openness about the policy making process, and 
is responsible for creating resentment among those who have been excluded. 
This was evident in relation to an Arts Council review of its theatre writing 
strategy in 1999. A small working party was established in March that year and 
a draft strategy produced in 
Sep ember. However, the draft was not widely 
distributed and it, se.. ii%-. 
d that there was no vi oäd iii vJ t aL vif to tiieäti O, 
practitioners to comment on the draft. Some were consulted, either directly by 
the Drama Department or through their RAR, hut there was considerable 
dissatisfaction with the process and a feeling of lost opportunity amongst those 
concerned with new writing at the time. 
A second issue about the consultation process is that not all those contacted take 
up the invitation; and not all those responding to the invitation to attend meetings 
then submit their views in writing. For instance, twenty-one representatives of 
organisations concerned with theatre attended IW Test Midlands Arts' consultation 
on the Boyden Report in February 2000. Yet in the Appendixx, of the Final Report 
which lists the organisations subsequently writing to the Arts Council, only three 
of these are from the West Midlands (Peter Boyden Associates 2000b, Appendix 
F) 
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There are a variety of reasons that theatre practitioners do not take up these 
invitations to participate in the consultation process. They undoubtedly include 
pressure of Work: Unding the time to prepare for and attend such meetings, and 
4n on' oý n 
into n ýý4 rar 
W- 
n-ý vv mrý particularly to put oýýe s views itvNrýtýýýg, is lien pro le at1c, g 
ýor 
exaýýýple -for 
a theatre director or administrator, when there are pressures not only to produce 
the theatre that is the organisation's raison d'etre, but also to achieve the 
audience and raise the finances necessary to ensure the survival of the 
organisation. Even some of the playwrights' associations, whose aims include 
extending support for new writing, and who would therefore be expected to 
prioritise making an input into policy consultations, find it difficult to make the 
time needed in addition to maintaining their organisations and developing theft' 
own work, especially' when their staff are only voluntary o part-ttime, yr when 
they need to Consult with board or committee members. For instance, at the time 
of the Boyden Review, the part-time administrator of one of the playwrights' 
organisations explained that it was difficult to get the board together except for 
its regular meetings. Her solution in such a situation was to send out the 
information to the board members in case they were able to respond on an 
individual basis. 8 
For those initiating consultations it is therefore necessary to allow a sufficient 
period for responses in order to minimise this difficulty. On some occasions, 
though, little time is allowed for submissions to be made, and this affects both 
busy theatre workers and those organisations needing to consult first with their 
own members. This problem is recognised by Barbara Jeffrey (1997) in her study 
of participation in local government, where she notes that the existence of "very 
8 Telephone conversation with the author, October 2000. 
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rigid time constraints [... ] undermines [groups'] own participatory 
responsibilities in relation to their grassroots constituents" (p. 28). Awareness of 
this issue is sometimes evident in the organisation of arts consultations. In a letter 
111 Vý1 
ing responses LV the flr 11 Enquiry its secretary, 
Ian l3own, 
v TO! le 
"If you 
wish t^ Submit evidence, 
but the consultative rocedues of your organisations ýi. vvvý. a ý. ares 'vw t, 
make this deadline difficult f... l let me know the date by which you can submit 
evidence". 9 Brown's particular awareness of the difficulty, and his willingness to 
allow for it, is no doubt a result of his own prior experience as a member of 
North West Playwrights. But a call nearly a decade later for the Arts Council to 
consult as early as possible with a realistic schedule" (NCA 1994, p. 1) suggests 
that this GÜI1L1nued LO be a shoI Icoming. 
It is also clear from my research, and this relates as well to the questions 
considered in Chapter 3 under the heading of consultation and agreement, that a 
significant factor influencing practitioners' decisions about taking part in 
consultation is a perception that 
it is futile to do so. There is ä not uncommon 
feeling among practitioners that the consultation process is a notional gesture, 
with the official policy-makers (arts funders or government) setting out with a 
pre-set `agenda' or limiting remit, or likely only to adopt those ideas which fit 
into their goals and assumptions. During my researches a number of practitioners 
said that they felt the views of their organisations would not be taken into 
account even though they were being invited to contribute to discussion, and they 
therefore felt a reluctance to 
do so. 
9 Copy of letter from Ian Brown in David Edgar's personal archive, dated 16`x' 
December 1985. 
? 5? 
In other instances, those involved with theatre provision have participated in the 
consultation process and were then disappointed by the result. In ! 99 %, for 
example, Northein Arts undertook a major review of drama provision in the 
region. in the appendices of the final doh ue nt acknowledgement is given to , all 
the artists and arts organisations who gave their time and advice", and to "the 
large number of individuals and organisations who contributed to the process and 
took time to write with their views or attend meetings" (Northern Arts 1992, 
Appendix I). An extensive range of theatre companies, artistic directors, venues, 
local authorities, and others such as the Northern Playwrights Society, are listed 
as having been consulted. 
Yet, examining the papers of Northern Arts dealing with this review 
subsequently, it is clear that there was some very strong opposition to the 
decisions readied through the process. One aspect of this Opposition was centred 
1VVl111V11 ! '11 J would support Vlr lt. 1ý111Q around the recolmme ndation that Nort er ^ rt ld support one egal 
company specialising in new ; Writing: "many feared that the onus for producing 
new writing would be taken away from other companies and nearly all wanted a 
more region wide process to the development of new writing". 10 Northern Arts 
did say that it would respond to these concerns, making new writing a condition 
of grant to the other companies it supported, and proposing extra funds be 
granted to Northern Playwrights for the development of services across the 
region. Nevertheless, some of those consulted clearly felt that their, views had 
had little or no effect. Graeme Rigby, referring to the review in his later report on 
new writing in the region, commented that "although [play -rights' ., iew 
10 Northern Arts, paper for Northern Arts Board meeting, The Drama Review:. Action Plan for 
Implementation', April 1993, section 5.1. 
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attracted sympathy, their unchallenged arguments slipped down the order of 
priorities in the face of more pressing political considerations- (Rigby, p. 5). 
Furthermore, and this leads on to the issues under the heading of resources, 
recognition and influence, there is a perception among potential participants that 
only some favoured organisations and individuals are listened to. There are many 
I1 occu-ne c4 \ 
were it 
1 cle r 
that 
1TIStäi1CC. Sýýi. both of this S 1ý, Ciiiig and if the aCtiiaa1l ,,, ur,,, Miere, lt, 1S ý. iýai 
that 
some organisations cant' more weight than others. This not only affects the 
policy process, but also its content, For example, Birmingham City Council, 
through its Joint Arts, Culture, and Economy Committee, undertook a review of 
its cultural strategy in 1997. At one of the consultation meetings organised for 
performing arts organisations as part of this review, the officers' and members' 
presentation of the strategy focused in detail on the 'flagship' building-based arts 
orgalllsations, and made only a 
brief reference to smaller organisations. This 
caused VonsldeiauiV r. .. ntment alld IFu. 
lratlon a 11ongst those amall-3Ciale arts 
practitioners. It resulted in a strong feeling amongst them that they do not `have 
the ear' of the local authority in the same way that the larger, higher-profile 
institutions do, and that the focus of the City's strategy does not fully reflect the 
range and significance of activities undertaken by these smaller organisations. 
This kind of situation is described and analysed by Maloney et al (1994), where 
they refer to the "important divide between the relatively few groups with 
privileged status and the greater number of groups who 
find thernsei es 
consigned to iess influential positions" in the consultation process 
(p. 1711. As 
t his ci discussed in Chapter 1 of h the. s, such organisations have been tern: P d 
respectively as `insider' and `outsider' groups, with the 
former divided between 
those with limited, and those with `privileged'. access. Maloney et al suggest that 
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a key factor in this distinction is the "resources" which organisations are able to 
offer government in terms of such things as expertise, information, and 
J 1'ty_. TiIl _ this 1l1gll' 1_t, the 1 and well-known b 
1uil 1dý1 credibili large and building-based theatre 
organisations would have a higher status in the oily Co'ý ncil"s eyes than the 
smaller groups with a mainly local pro file 
On this issue, an alternative like the model of the Durham Elements project does 





thereby the 'exclusion 
of 
1 
paiL possible ý1 som e theatie 
practitioners who might -wish to be involved. indeed, there were, according to the 
arts development manager ^-ordinating the prniect other theatre companies 
interested in participating apart from those already involved in it il 
These last two issues - that consultation is seen as a notional gesture, and that 
only some people are listened to - are key features of policy-making in practice. 




s that most, s4 of 
the real dýiV1JIV cision-Mnü11ý carried t 
relevant 
ýlVlý., most, if 
n 
11V0t L all, l71 Lllt+ 1V0.1rýg 
is out, 
elsewhere other than the place where the consultation is occurring. There is a 
perception amongst many theatre practitioners that in the policy-making process 
practitioners are often absent both beforehand, when the consultative document 
and the parameters of the consultation are being drawn up, and afterwards, when 
the final document is being revised and the policy constructed. 
The first point is not always borne out by my research. In some of the instances 
studied, practitioners have been engaged in quite early stages of the process. For 
11 Telephone interview by the author, July 2000. 
') ;ý 
instance, South West Arts' Issues Paper, `New Theatre Writing in the South 
West', which began a period of consultation in January 1997, acknowledges the 
significant contribution made by practitioners. it is an illuminating indication of 
the way in which ai under may or k -v-vith practitioners: 
Work on this paper began with a series of in consultative meetings with 
regionally-based writers. This helped to define in more detail the scope of the 
it that _7 fl review, arm LV 1 C11Lity key issues ma. L WVUiu1require pa. 1LicÜl1Q. 1 Umvest1g, allu! 1 (.... j. 
The advice and guidance we h wve received has informed and shaped our thinking 
[.... ]. It is essential to acknowledge those writers who have made a particular 
contribution to the development of this paper. Its true authorship is diverse and 
eclectic. (SWA 1997, Foreword, [p. ii]) 
The Foreword of the document, in which these comments appear, goes on to 
explain that a more extensive consultation will follow `-to encourage wider 







ewcasl1ýýS a, -,. s n1 L) officer 0. 
nlJnnV Ä. cr r Vo 
ge} 
"generous" contribution made by the participants in the city's process of creating 
a cultural strategy. 12 It is important therefore to balance the understandable 
frustration of practitioners over the difficulties and restraints they have 
experienced, with the more positive experiences that have also occurred. 
In many cases where practitioners are involved at an early point in the decision- 
making process, however, there is still a perception that the representation is not 
a 
the 
a balanced' one, leading to a 
feeling that Blute is still exclusion from v 
12 Interview by the author, March 1999. 
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real decisions are made. For instance, the steering group for the Boyden Report 
was made up of four Arts Council officers, one Arts Council board member, 
three Regional Arts Board officers, one local authority leisure services director, 
the director of a festival and five directors of building based theatres. Apart from 
the festival director, therefore, there were no representatives of any theatre 
organisations other than building-based ones nor of other venues such as arts 
centres. Although the original brief of the Boyden team was to investigate 
repertory theatres, it extended its remit to what it termed the "whole theatre 
ecology", but its steering group make-up remained the same, and so contributed 
to the feeling that the opinions of other theatre practitioners were secondary. 
The second concern by practitioners - that they are not involved in the decision- 
making which takes place after a period of consultation - is a far more accurate 
one. To a great extent it is also inevitable, as those responsible for the 
implementation of the policy must necessarily take the final decisions on it. It is 
the extent to which those decisions take into account the views expressed during 
the consultation period that can affect the response of practitioners to the 
resulting policy. A feeling of alienation is less likely if they can see that a major 
concern, or a point made by many, has been taken into consideration and has 
informed the final policy document or report. Certainly, if such views are not 
incorporated, a clear explanation of why this has not been possible is needed if 
the consultative process is to retain its credibility. 
It is problems and perceptions such as these that have led to the debates and 
experiments in participative democracy discussed in Chapter 3. Hitherto, these 
discussions and developments have been little considered in the field of cultural 
policy research. My study suggests though that aspects of them have, in practice, 
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been evident, even if not in every case consciously drawing on the models 
outlined (although they are undoubtedly based on the principles involved). For 
1 the 1`lTAl 11 .f 1ba(1 ___oUtýl_ «7__ý Ails' _ 1T 1 example, Llle viS dSll West new writing policy, the 1VOI theI n 
leg. 'io n's 
New 
1Dlay'vwriting 
Panel, and Du hanil'S 
L 
lG%ZGIGCS' f prof ct all attempted to 
involve practitioners in contributing to policy development ire ways that went 
beyond conventional consultative processes, 
Such initiatives indicate that aspects of the new methods of participative 
democracy could be usefully applied or adapted in the cultural policy arena. For 
instance, the approach of deliberative debates, or forums constituted on the litres 
Of citizens' juries, might be -, bie to overcome some of the problems, such as the 
discounting of some participants' views or 
the perception that there is a pre-Set' 
agendas which are often apparent in the existing form-, of consultation in cultural 
policy. At the same time it is important to recognise that these are not a panacea, 
and the unresolved difficulties in relation to these innovations, such as the 
selection of participants or the time involved in taking part in policy activity, 
need to be kept in mind. 
While the perception of consultation has frequently had these negative 
connotations amongst those seeking to influence the policy making process, the 
concepts of insides and outsides groups, as described earlier, may offer a 
framework for distinguishing and de v elopinng an approach `which can 
be in vor e 
beneficial to arts practitioners. As set out by Grant (1978. ), the insider/outsider 
formulation refers to both the conferring of status by government and the 
strategies adopted by organisations in their dealings with government. It is the 
latter that could be of particular importance to arts practitioners and that has been 
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evident in the way theatre practitioners have approached their involvement in the 
development of playwriting policy. 
A point that needs considering here is that both Grant and Maloney et al are 
making reference primarily to government, as the body which groups are aiming 
to inf Vence. Theatre practitioners, howeve 
, 
wish to affect ails lunders as weil, 
and t pese, ývýthin tie Engýis systern, aýeratý at aýs len Lh' ýJrn U ernrnent 
and are thus described (e. g. Gray 1994) as quangos. Grant (1978) has a brief but 
interesting discussion about the relevance of the insider/outsider concept in 
relation to quangos. He argues that although groups may find they are able to 
develop closer relationships with some quangos, "the sympathy of such agencies 
is of little value if their views are not heeded by the central government. Indeed 
it may be argued that one of the functions of such agencies is to create a kind of 
phoney "insider" status for some groups iii order to reassure them" (p. 4). He 
therefore concludes, 
that access to quangos is "not an indicator of genuine insider, 
status" (ibid. ) 
Although Grant's point may well be accurate in relation to some, indeed many, 
quangos, it is not applicable to the arts funding system. As outlined in Chapter 4, 
all the artform policies and the funding schemes are under the auspices of the 
Arts Council and the 
Regime l Arts 
Boards 
dsa 
and then, rf ro if 
theatre practitioners 
v thiiý, i ý. ýlviic`iI , aciLt'iiI 
ii U111111.1 Yi 
wish to influence these policies they need to 
be developing a relationship with 
the quangos. Only broad questions of policy and the sire of the Treasury grant 
are decisions which require influence at central government level. 
Grant, then, suggests that the way in which groups may affect the policy-making 
process is, in part, the result of decisions they themselves make about the 
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strategies they pursue in their dealings with those they are seeking to influence. 
Maloney et al specifically argue against the idea that the difference between 
insider and outsider groups is only the result of government decision, but 
consider the strategies chosen by groups are of less significance than the 
resources (of expertise, information, etc. ) that those groups have to offer to 
government. However, my research demonstrates that strategies and resources 
are closely intertwined, in that groups can choose strategies which have the effect 
of increasing their resources. Thus, arts practitioners can enhance their capacity 
to offer knowledge and information to those they wish to influence, and take 
actions to raise their profile, and so make themselves more necessary to the 
consultation process. As This thesis has shown, such actions are, particularly 
evident in the way playwrights have set üp their own organisations in the latter 
part of the twentieth century. 
6.2 Uninvited Policy Interventions 
While theatre practitioners have thus been offered these official opportunities for 
involvement in the policy process, they have also frequently created their own 
channels through which to influence policy. in situations where a crisis arises to 
which a response is required, or where a long-teer problem does not appear to be 
tackled, both playwrights and theatre companies have taken the initiative, 
employing a variety of means in order to have an effect on existing policies or to 
create new ones. In addition to these engagements with the public policy process, 
playwrights' organisations have also, as we have seen, focused on the policies of 
the theatre companies (who, although not public bodies, are publicly subsidised 
and therefore closely linked to questions of public policy ). 
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These interventions, of playwrights and theatres, can thus be categorised as 
`uninvited', in that they are outside the formal channels of consultation; although 
some of these attempts have led to positive responses from fundefs and, as a 
result, to coo-operation between funders and praC i io iers. 
6.2.1 Playwrights' Organisations: A Deliberate Attempt to Influence Policy and 
Practice 
l 1115 thesis has emphasised that one of the significant features of developments in 
the field of new theatre vv-1iting is the extent to which playwrights have organised 
themCe1ves to represent their 
interests and to raise the profile and production of 
new plays. A significant feature of their intent and activities has been their aim to 
have an effect on new writing policy: both the policies of the arts funders, and 
those of theatres and their managements. Their concern has also been to ensure 
that those policies are implemented. 
The methods used by the playwrights' organisations to influence policy and its 
implementation have included direct lobbying and campaigning, negotiations 
With theatre managements, the organisation of conferences and other events, 
ý,. and Fo.,, s. The. presentation of research and information, cishowcasing of iii, vv, py 
have also explored alternative ways of supporting playwrights, 
developing 
scripts; and increasing the production of new work, in a range of 
joint projects 
with theatre companies: for example, the `seeding' schemes of 
bodies like North 
West Playwrights, Stagecoach!, and New Writing North. 
The wide range of approaches adopted within the play\kTights' organisations can 
be seen, for instance, in the ,, N-ork of the New Playwrights' 
Trust, Writernet. When 
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it was formed in 1985 its aims included raising the profile and status of new 
writing. To this end it has undertaken research and held conferences on different 
aspects of theatre writing, which have heIped to raise discussion of issues facing 
vv'riters, bile also providing much-needed information to aspii ng playvvrits. 
Such projects have included conferences on literary management and the role of 
the critic, and research and publications on opportunities for black, Asian, and 
disabled writers. NPT/WriterNet has frequently made an input into national 
policy deliberations, contributing for example to the Arts Council's consultations 
on the National Arts and Media Strategy in 1991, the Green Paper on Drama in 
1995, the new Lottery programme in 1996, and the theatre writing strategy in 
1999. it regards itself very much as "a strategic body for the sector", carrying out 
all ad ocacyr role. 
13 It hass ü1JV Vo ked closely with vote. V1 gü" ratio ns concerned 
with new plaýwritinb, including collaborating with other playwrights' 
organisations in trying to influence policy, 
When TWU was set up in the mid-1970s, it described itself as "a voice for 
playwrights", '4 and "a pressure group [... ] principally directed against the Arts 
Council It marked ILS achievements then in terms of changes secured in the 




+nnn nnr+ df ýS Counciý s ne vV writing schemes. This role in policy' c iange continue Lo 
form a significant if 
cant part of the union. ' s purpose. 
For example, in its contribution to 
the Arts Council's National Arts and Media Strategy consultation, TW T 
expressed its desire for "practical involvement in strategic decision-making 
affecting the arts in this country. We want to be involved directly, at the 
beginning and at every stage of the process. i-16 
13 New Playwrights Trust, internal document, [n. d. ], [p. 2]. 
14 Theatre Writers' Union, Press release, 1S` January 1976. 
15 Theatre Writers' Union, The Case for the Theatre Writers' In on. [n. d]. 
16 Theatre Writers Union, . 'n'ewsletter, Winter 1991/2, p. 
6. 
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TWU's campaign for a `dead writers' levy' was very much a part of its attempts 
to influence policy, focusing more broadly than its pressure on existing Arts 
Council schemes of its direct contract negotiations with theatre iiianagers. it was 
ä. i1 alte i 'it t0 Cilc`a1 significantly ii1e, äi Cilä üi i1C vv, piny"v'v1 i LI 11 , 
11a v In rgo ä 
v%. äi 11i 
on a is finders, theatres, play : xJrights, and audiences Fil thermore, with a view to 
maximising its impact, TWU broadened out its initiative to involve the Writers' 
Guild as well, Jointly submitting the proposal as a contribution to the Arts 
Council's review of drama policy in 1995. 
TWU's focus was also on the theatre companies, and its negotiations for standard 
contracts represented a large part of their, and other writers' organisations', 
efforts to Change the policy and practice of theatres towards both new writing and 
writers. These ýo lti act a %%, rats VV%%ut, national 
tI1ýiaL 
r%. s, rýpý tvi y> 
theatres, and -small-scale and touring companies, as TWTJ attempted to ensure µy V Viii ylll VK yV 
that playwrights would he protected whichever company they were writing for, 
In addition to the contract negotiations, TWU produced reports on the situation 
of new writing; held meetings, conferences, and debates; and tried to pressure, 
cajole, and encourage theatre companies to improve their treatment of writers 
and to produce more new plays. 
The letter sent to the Guardian in 1994 by eighty-six playwrights is an example 
of these attempts to affect theatres' policies on the presentation of new plays. The 
letter expressed concern about the wider-representation o new plays and urged 
theatres to increase the number they produced, suggesting very specific targets in 
re V Kv VU lM1l terms of plays and performances 
("at least three new plays i your theheaar tt per 
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year [... ]. They must be full scale productions and entail at least 18 
performances"). 17 
At a regional level too, playwrights have sought to influence policy and practice. 
When North West Playwrights was set up in 1982 it was particularly in response 
to a situation in wII almost no new plays were being produced in the region's 
theat es, and iris publicity and reports in 
JIAVJeC1lÄelll years ll%4üeitiy 1Jerred to 
that fact, and to its perception that it had made a difference to the proportion of 
new repertoire presented in the region. The other regional playwrights' 
associations have also included in their brief the aim of increasing the proportion 
of new plays performed in their local theatres, and of raising the profile of new 
theatre writing. Both explicitly and implicitly, there is an aim of influencing the 
policies of theatres and of funders - for theatres to put on more new plays, and 
for funders to provide the funding and support to make it possible. 
An example of this dual approach can be found in the activities of TWU's West 
Midlands branch, which in 1986 produced a code of practice for regional theatres 
funded by the RAE. The code, covering rates of payment, paid attendance at 
i eüeäi sal, 
, 
iilý'ii'v'iiilýii+i in viiviCý of äi'ttistiC iýäiTi for tüý. ii ýiia jS pi adüiýtIvil, and 
rights over the play text itself was agreed w th 
West Midlands Arts. The branch 
was thus attempting to influence the policy and practice of both the RAR and the 
theatres, and regarded the achievement of the arts board's agreement as a 
significant advance: "we are the only branch in the country to have achieved such 
a Code". "Although disappointment was later expressed that it did not appear 
17 `Playwrights demand more time in the theatres for new work', The Guardian, 21` November 
1994, r? 1. 
18 Internal letter, 3`d March 1986. 
264 
that WMA was sufficiently monitoring theatres' compliance with the code, the 
branch continued to press for its application. 
The close involvement of playwrights in the development of South West Arts' 
writing policy was also a result of the activity of the regional TWU branch and 
Writers' Guild members III the re loll. 'Il previous years they had organised 
4n Such . r++orný nc rv.. nni. ý+ý+ r+j,,, +oý to 
Cýj ^ 'n n 
l+- 




meeting on the Arts Council's 1995 drama review. When SWA decided in 1996 
to cease funding the Orchard Theatre, one of the few theatres in the South West 
regularly producing new plays by writers not `in house', the TWU branch and 
WGGB wrote to protest and organised a meeting of twenty-five writers, attended 
by Nick Capaldi, South West Arts' Director of Performing Arts. His response 
was positive, and encouraged further meetings and correspondence to develop 
ideas for Inc W writing policy in the region, LÜ IU-CU into the process begun by 
SW ,- .+oý, ,. o +l. ýo t-l -A o,..., -; 1. it ., ýý.,, ý ace Sý ý ý. Ag epos t on the event by olle 
of Chose in ý olveu , scri e it as all ace 
example of writers' solidarity and determined action paying off', 
19 
which echoes 
the comments in SWA's resulting `issues Paper' cited above. 
Other activities aimed at affecting policy at a regional and local level include 
surveys of the position of new piaywriting in regional theatres, carried out by 
several of the regional writers groups; and johlt new writing projects etween 
V% n4 n iun and -j rl , 1Vn, v+ný110.14t heýonatrraes 
n such as such as 
thoýse dv rýýe Výeolloped 
by 
rýý r `IV playwrights' grops eg es L 
Midlands TWU with Birmingham Repertory 
Theatre and Belgrade Theatre 
Coventry. 
19 Olwen Wymark, Chair Theatre Committee WGGB, `Meeting Exeter 9/11/96 Writers from 
WGGB and TWU with Southwest arts', [n. d], p. 2. 
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Another of the activities used by playwrights' organisations to influence policy is 
the showcasing of new work. Yorkshire Playwrights for example has put on 
readings by professional actors of local playwrights' würz-iii-progress, North 
V CaL ID to V 1611+1. ) pl VJ-i11lJ SCI Pt. -111-la IQ p 11V1r11alIC CO of lZV Vý plays 
1V1 111 V 1LVÜ 
audiences; and for some years Stagecoach! ran an annual festival of new plays. 
The presentation of this work acts as a form of advocacy, maintaining awareness 
of new writers and new theatre writing itself amongst those who have a role in 
theatre organisation and funding. Events at which new work is presented in this 
way also serve the purpose of bringing together a range of people concerned with 
new writing for the theatre, including theatre directors and sunders as well as 
11 They 1 1_ _1 ._ý_1 tlinks 
1 tl 
playwrights. thus help to streng heil he amY1ong hose concerned with 
, ne,, -,, pa'y'vaitu 1 ,. Soii1' 
Gi L11L Yýa'y-, aigu S" associä+i. i0liS also provide 
iüilüirig iüi 
theatre companies to commission or develop new plays; an activity which, as 
well as providing much-needed support to writers and companies, further helps 
to develop the profile of new writing for the theatre. 
The playwrights' associations also attempt to develop their influence through 
structural means, in the way that they run their organisations. For example, 
l, SCtagecoach! 










ýn n týnt tL+ h nýýv n it i. nrýtn nt ýýrý ti+ týo dýýre., tcý son, their ý., 
ýuru, 
), VV iýýýýý UIa «ýaL L. ley uvvv v-rrjLiýg COIlLaC t. vv itl1 UN, 
people most able to commission and produce new plays, and can therefore act as 
a conduit between local playwrights and theatres. They can also draw the 
directors into a clearer understanding of the needs of the playwrights in their 
locality, and engage them in a dialogue about new theatre writing. These 
outcomes have not always been achieved. As already mentioned, there was a 
period in the late 1990s when North West Playwrights felt that it was 
unsuccessful 111 promoting new writers among most Ü1 IIC theatres 
in the region 
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because, despite the presence of theatre directors on its board, it was not 
managing to engage enough regional directors in the development and 
showcasing work 01 iiie organisation. However, when working well, niese kinds 
of connections can help to develop theatres' awareness not only of the existence 
and skills of local writers but also of the potential for increasing both the 
proportion of new plays in the repertoire and interest in new writing in the 
region. 
There is a common perception that influences on policy, whether formal or 
informal, take the form only of discussions about policy itself, through direct 
verbal or written input into policy-making. As indicated in the paragraphs above, 
Some vi the Liiýi äcLI V IýL1 of. 
ALI1 lay 
vvI I 
. lit, O pS, apai iivill ýiiiýii 13 
submissions to piney discussio s or 
their publication of research, have an 
influence through maintaining an awareness of the potential for new writing and 
the need for consistent support for it. For example, the chairman of Stagecoach!, 
when asked about his assessment of the organisation's influence on policy in the 
region, said he felt that Stagecoach! had certainly influenced theatres, and had 
helped to "change the climate" in the West Midlands region, and that this had 
1achieved ý1 largely _ through their work 
1 being 
influential, rather than an as a direct been t 
Input into polic`y'-making. 
20 Similarly, one of North West PiayNN-, ights' Co- 
Directors feit that the work of NVP stimulated theatres to 
develop 
work on new 
writing, and made it possible for them to do so by providing them with extra 
resources and input. 
21 
20 Interview by the author, June 1999. 
21 Conversation with the author, July 2003. 
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6.2.2 Theatre Companies Influencing Policy 
Although the main focus of this section on deliberate, and therefore frequently 
Ü115U1icited, attempts to in' utence policy has been on the playwrights 
organisations, t eatre comp nies äiiü +Lhel i management associations hav äi so 
taken initiatives to try to have an effect on policy form ation. These hav included 
meetings with fenders and campaigning events. 
For example, in 1984 and 1985 the Theatrical Management Association (TMA) 
took part together with writers' organisations in discussions over the Arts 
Council's theatre writing selhemes. Minutes and letters written on behalf of the 
j co, t 
T-ML A YVi wi 3 `v't'ii king -arty to ýiiý. ýu iS 
Cvuliiý. 
ii betray a degree of 
frustration: "the C airYnan reported that Mr Rýttn-r had not responded to the ýoint 1Ni11 VK 111 Vill 
request for a meeting, and Mr Adams agreed to write again [.. ,1 objecting to 
being ignored"; 22 "we are somewhat nonplussed to gather from your letter that 
there has been a major consideration of the system of subsidy for new writing 
when representatives of the managers and the writers do not appear to have been 
consulted". 23 However, progress was eventually made. according to the minutes 
Of Olle of I Meetings between TlviA and the Writers, the IN A was of the view 
t hat "the Ls 
Council had changed its views on 
funding due to the lobbying of 
various bodies including the TMA /Writers Joint Working Pwrty» 
24 
Theatre companies have also been involved in campaigning and lobbying events. 
As recounted in Chapter 4, theatre directors organised a protest in 1985 in 
response to the dis Council's Gory of the Garden proposals, including its 
22 Minutes of TMA Writers Committee with Writers' Unions, 2°d July 1984. 
23 Letter from joint Working Party, 20th July 1984. 
24 `TMA Minutes of meeting of the Writers' Committee with the Writers', 19`f' November 1985, 
p. 2. 
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effects on the production of new plays. In 1994 theatre companies also took part 
in a campaign against the government's proposed cut in the Arts Council's grant, 
a campaign that included the gathering of signatures to a peti ionl, the lobbying of 
MPs, and a rally chaired by theatre director Philip Medley. 
We have seen in the previous section that playwrights' organisations can 
influence policy through their activities, as well as by direct policy engagement. 
Paralleling this, there are also instances in my research which suggest that the 
eývna 17i Pl1 ýýen practice ý ent ariens ýa ca 11 Soi7'iet1i le"i 
be 
aimed at affecting 
ýý 
by tilý the 
development of p-articular policies. A. P. example of this kin of intention can be 
found in the work of Coventry Theatre Network (CTN), a grouping consisting of 
seven small-scale theatre companies collaborating together with its local 
repertory theatre, the Belgrade Theatre. One of its aims, as outlined in its 
application to the National Lottery (the successful outcome of which provided 
the funding for CiN to carry out its programme for three years) was to -`feed 
1 
information about th 
1_e Co r _ventry Project i LO 
«W 
eSt MT ýý , 
f'id 11la .. nds AI, tices, 
The A Ai ! "ý _ 'UI1C1l LS CU 
and Coventry City Council to UUUI in1'i1 I and 
Ue`v'e1Gp new drama strategies". 2 
In other w ords, one of the goals of the project was to provide a model of V1 Vi - one VKl V 
collaborative practice among a group of theatre companies that could he adopted 
by others, and become incorporated into wider theatre policies. This aim was 
reiterated when the project was well underway three years later, by the associate 
producer of the Belgrade Theatre; and she referred to discussions which had 
taken place with the Arts Council as to how CT'N's findings might fit into a 
wider discussion on theatre policy. 
26 
25 Coventry Theatre Network, Something Wicked This Way Comes, Arts 4 Everyone Lottery 
aýnplication, 1997, section 3.4 of application form. 
2 Interview by the author, May 2000. 
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6.3 Networks of Policy and Practice 
Although the discussion has so far focused on the organisations of theatre 
practitioners mainly as separate entities, it should be clear by now that these 
different bodies also frequently work together. This observation is in accordance 
+ +l, ; v. of 1,,., theorists t198-1 with the view of politcy Richard H. Hall and Roben E. Quinn 1 
that "public policy is embedded in series of i terorganiz tional networks ý... 
11 
Analyses of public policy miss the mark if the focus is on single organizations" 
(p. 13 ). This section of the chapter examines these links in the field of playwriting 
policy, and their bearing on practitioners' involvement in policy activity, in more 
depth. It argues that these interactions help to make the organisations more 
resource-rich', and thus to increase their opportunities for participation. 
As we have seen, playwrights' organisations, theatre companies, and arts funders 
are the principal agents involved with the development of new writing for the 
Llieatre in England. IL 1S evident that, even though each body pursues its own 
goals, there are also iiany' ittii and contacts vvineil iO1MIlec , 
there togeti er to 
form complex, and often dynamic, networks. A range of formal and informal 
structures and arrangements exists. Contacts, collaborations, forums, 
consultations and discussions take place to varying degrees and alter over time. 
Although there are variations among the different localities and regions, the 
connections amongst these different actors also share many similarities. 27 
`7 It should be noted that other agents also play a role: these include theatre critics, educators in 
play-writing, and publishers of play scripts. They are also involved in the networks of people and 
organisations concerned with new playwriting and play a part in discussions about policy. Some 
of their involvement has already been mentioned and is fi, rther referred to briefly in this chapter. 
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These networks are considered here not only in order to describe more fully the 
operations of theatre practitioners in policy formation and implementation, but 
also because it is my argument that it is within such networks that the chain-fels of 
com nl mication and influence can n lore easily be opened and maintained to allow 
the participation of practitioners in the creation of policy. This propositio:? 
accords with the emphasis placed by Fdella Schlager (1995) on "reciprocity" and 
"repeated interaction" as necessary ingredients in networks or what she terms 
coalitions (p. 249), and which enable those coalitions to "take their rightful place 
in the policy process" (p. 248). 
The next section of this chapter therefore investigates these connections amongst 
the bodies concerned with new writing, looking at the forms they take and the 
circumstances in which they operate, and drawing out conclusions. It makes the 
nr ir that the rý et iorý n 
1h n non of policy and argument thathe playwriting networks cress the o un cries o OiCy acid 
creative practice, with lurks being made among practitioners and funders that 
weave together both creative collaborations and policy activity. Before 
examining the substance of these networks though it is useful to consider the 
meaning of the term itself, and some of the ways in which it is used and is broken 
down into more specific definitions that may be relevant. 
6.3.1 The Concepts of Network and Other Informal Groupings 
In its general everyday usage the term 'network' refers to a (usually loose and 
fluid) system of relationships amongst people and organisations; or, as reflected 
in the dictionary definition of the vword, "an interconnected group of people" 
(OED). It is in these senses that it is often used authors and commentators to 
describe informal systems of connections amongst people and organisations. The 
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term is used, for instance, by Howard S. Becker (1982) in his influential study of 
the collaborative links and conventions that make up the `art worlds' of artistic 
activity with which he is concerned (e. g. pp. 87,369-371). He employs it 
particularly to emphasise the social aspect of artistic creation, referring to 
"networks of people acting together" (p. 369), and "networks [ofJ cooperative 
activity" (p. 370). 
`Network' is also the concept used by political scientists to refer to the 
relationships amongst people and organisations concerned with a particular area 
of policy. Hal G. Rainey and H. Brinton Milward, for example, refer to the 
"network of individuals, groups, and organizations at different levels of 
government, and in both public and private sectors, that act together in the 
formation and implementation of policy in particular policy areas" (1983, p. 140). 
The general term used by such writers is `policy network', but they also 
distinguish different types to aid their analysis of these relationships (Gray, 1994 
and 2000; Colebatch, 2002). Of relevance for this discussion is the `issue 
network', which can be very specific with a focus on one element in a policy 
area, and can be used to describe a community of specialists (Colebatch, p. 45). 
Although Clive Gray argues that those involved in arts policy do not provide "a 
`pure' example of the issue network idea" (Gray 2000, p. 94), nevertheless, in the 
respects outlined by H. K. Colebatch, the issue network does seem to provide an 
appropriate description of the connections among the organisations and 
individuals concerned with new playwriting policy. 
There is also a strand of sociological research that has developed analysis of 
informal groupings - what Samuel Gilmore (1988) refers to as 
"open 
interactional systems" (p. 204) - in order to distinguish particular types within 
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them. These different terms include the `social circle' (Kadushin, 1976), 
`solidarity groups' (Crane, 1972), and -schools of activity' (Gilmore). They 
describe forms of organisation, communication. and colla'bo ation among people 
involved in a common activity or with a common interest. Seme aspects of these 
anale tical definitions are relevant to this Stud j'. 
The concept of the `social circle' is used to define a form of informal 
organisation whose key characteristics include that its boundaries are unclear, it 
contains key figures but not tormal leaders, nor does it have a formal 
COn. st Lit<it in vv 
ýýýýnic nh play-writing trog 
networks, r+++een. These features s 
fit 
IV VI L4h the 
ways 
operate 
Diana Crane's definition of `solidarity' groups (Crane, p. 139) refers to groupings 
in which members share interests ant provide support and encouragement to 
each other; and in so doing throws light on the ways in which ot'ganisations 
concerned with theatre writing have Supported each other. For exc-u-nple, the 
national play`Nritinb netwnrk, made up of regional playwrights organisations and 
co-ordinated by the New Playwrights Trust/Wri tern et, has held joint meetings 
and encouraged contact amongst the groups; and this support and collaboration 
has been greatly valued by its members. 
Gilmore's idea of the `school of activity' refers specifically to artists 
collaborating together where they share an aesthetic interest. He places it within 
Becker's concept of `art world'. "tile social arena in which collaborative artistic 
r 
aceýý, 
and Vv . ohelro the 
ýo emphasis 
ýnnn n ýr 4ý n ýcýsa*uion r of al 11 
nntýývi i . týes 
acti vmphasis 
is on the organi vi 1Ly takes -I pln 
o 
rather than of people 
Gilmore 1988, p. 205). Schools, though, operate on a 
smaller scale than whole art worlds, referring to "more specific artistic 
identities' 
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(p. 206). Gilmore distinguishes schools of activity from schools of thought, where 
the latter are a means of externally classifying artists and their products (e. g. by 




Interaction axc and 
ýý ýýnhnnga ne o of artistic w ýýorr nrFýnstin d through the k by artic 
collaborators. [They] are actual social groups [... 1 and are used to help organize 
collaborative activity" (pp. 2070208). The term is thus applicable to some aspects 
of the connections among those concerned with new theatre writing; for although 
much of the focus of the playwriting networks is with policy and the working 
conditions of writers, they also include artistic collaborations, particularly at the 
regional level. 
Furthermore, Gilmore emphasises the strength of shared artistic identity that is 
created amongst the participants in a school of activity. Such an interpretation 
LhUS Provides another dimension to an understanding of the connections amongst 
those involved in. developing new vv i sting for the theatre: for example, it helps to 
explain why many participants attached great value to the annual theatre 
conferences organised by the Birmingham MA in Playwriting Studies course (cf 
below). These conferences brought together a very wide range of actors 
connected to new theatre writing, and were seen by those attending as both 
intellectually stimulating and an important opportunity to keep in contact with 
others working in the same arena. The idea of the school of activity, with its 
strong shared identity, may also help to explain the tenacity with which those 
involved in new playwriting ha'v'e attempted to raise its profile and to 
influence 
policy in the field. 
Thus some aspects of these analytic typologies can help to illuminate features of 
the piaywriting networks. Nevertheless, the following sections continue to use 
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the broader term of `network' to embrace the variety of links and relationships 
among those involved in the field. For as weil as covering the features of the 
specific analytic terms discussed above, it can also be employed in its looser 
ýýrM 
oýn rýrý 4ý n nwnr not ý 1V1111, meaning 1ýonneic1. lons ü11 ongs1 people 
, 
and referring LV an 
interconnectedness which has some degree of structure in it but. not an formal one 
This usage is also linked to the discussion of governance; where a range of 
organisations, including government bodies, are "increasingly networked into 
sets of relationships" (Wilson 1998, p. 101) 
In conclusion, the term `network' is employed here to describe the range of links 
amongst the various organisations concerned with new writing in the theatre, 
while bearing in mind the use ullIeSS of some of the other terms in highlighting 
spe section of this chapte spe aspects of those connections. 1 he nexi 
investigates these links in more detail, exploring the `texture' of this network in 
order to provide further insight into the policy-making process in new theatre 
writing. 
6.3.2 The Complex Structure of the Networks 
A key feature of the piaywriting networks is their complexity, which manifests 
itself in two particular ways. One of these is that there are many networks within 
the field, operating at different levels and often over lapping. Thus, local, 
regional, and national networks exist and interact with each other. The other 
feature is that these different networks overate in a variety of modes, 
Both of these aspects can best be illustrated by looking in detail at one specific 
region, and for this purpose the example of the west Midlands, where a large 
number of organisa tons 
have been involved in nerv theatre waiting, is presented. 
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In addition to the regional writers' organisation, Stagecoach! (now Script), there 
are a number of local playwrights' groups; 28 several of the region's theatre 
companies have a strong interest 11] new willing, and the region is also home to 
the n4, and 
"o + -, + rn ý4 n, ýýirn r -1-1 
- the /ý liaL, and IJVJI. -knowV11, postg adua e course fo playW11611 ts MA ii1 
Playwriting Studies (MAPS) at Birmingham Universitjý `9 
The lines of contact criss-cross amongst all these organisations: from local 
playwrights' groups to the theatre in their locality; between different theatre 
companies; amongst MAPS, Stagecoach! and the theatres; between local 
authorities and vVritei s' vi ganisations. ihe conto` cts i CL g %- 
from "o -al to 
informal, regular to occasional, from one-off to long-term. Indeed, `partnership' 
and similar terms are constantly recurring words in the various documents, 
produced by organisations involved in supporting and developing new theatre 
writing. Statements such as "it is partnership which is at the heart of our 
approach" (West Midlands Arts Annual Report 1996-97, p. 25); the strap-line to 
Stagecoach! 's logo for a number of years: "a creative partnership between 
playwrights and theatre companies , 
and even the title of fl-It: WOI, cCSter Swan 
i heatre' S three-year plait for 199ýi to 2002, Creative Connect ions, illustr ate the 
extent to which relationships with other 
bodies are a continuing theme in the 
plans of many of these organisations. 
In short, there appears to be a widespread recognition by the various bodies 
involved in new theatre writing that connections and partnerships should be 
2 At the end of 2000, for example, there were three groups in Birmingham, two each in 
Coventry, Worcester, and Hereford, and one each in Stratford, Wolverhampton, and Shropshire. 
29 Set up in 1989 by the dramatist David Edgar, it is taught by practising playwrights. I 
he course 
is based on "the conviction that there are techniques, devices and principles that govern dramatic 
"_ ý,, _. , tn r1 structure", which writers can learn about (David Edgar, 'A play woi i wrote', viiüiuicul, 1.3 iUiy 
1994). It combines theoretical work with the students' own playwriting, 
including live 
performance of the students' work. 
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central to their work and to the way they play their part in the field. These 
intentions and claims are not always, of course, borne out in practice; but they 
are neue 'thheless a significant part o the envirotimenl in which the Various 
o ganisations concerned with new piay vv i iii ig -are involved, and bear out, the 
observation that ` ith the development of the idea of governance `partnerships 
have become the order of the day" (Wilson 1992, p, 101). 
These connections amongst the different organisations are of four main types. 
Firstly, they take the form of active partnerships, involving collaborations, 
exchanges of information, and Support for each other's activities. SecOtll. Ily, there 
are a the j. ý o !ýr ný 
'links jis and rel jatiiv-onshriný n l- nlonggssside these oo ips ý'Vl 
ich 
rar. amore 
structured collaborations. Thirdly, there are contacts at the level of explicit 
policy-making, both `invited' and `uninvited'; and fourthly, the official relations 
between arts funders and their clients. 
Looking at these relationships in the context of the West Midlands, in the first 
category of active partnerships there is a wide variety of activities and 
relationships, both long-term and one-off, concentrated and intermittent. 
Such 
partnerships can take the form of a focused collaboration between two or more 
partners over a substantial period of time, such as a co-production 
in 1999 by the 
Worcester Swan Theatre and the Belgrade Theatre of regional writer Alex 
Jones's Phil & Jill & Jill & Phil -a play which had been developed through 
workshops put on by Stagecoach! 
At the other end of the scale there are one-off events involving collaboration. In 
October 1999 for instance, six theatres and three arts centres in the west 
Midlands hosted Stagecoach! 'S writing workshops; and eight local authorities 
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offered funding to provide bursaries to participants who could not afford the fee. 
But although each of these workshops was a -one-off, several theatres have 
hosted, and some of the local. authorities have funded, such workshops over a 
number of years, thus 
developing 
a relativ nship v,, ith Stagecoach! which 
is long- 
term, although also intermittent. Similarly, the MAPS course provided for several 
years a series of monthly seminars which brought together writers and other 
theatre practitioners in the region, mostly discussing the craft and experience of 
theatre writing. Its annual showcase of students' plays was also open to other 
practitioners in the region to attend. 
Other connections are virtually continuous. For instance, the Swan Playwrights 
group was established by the Worcester Swan Theatre in 1994, and although the 
group became autonomous it continued to meet at the theatre and to hold events 
there. Attie same time, the theatre drew on the group's writers for some of its 
new plays: for example, a collaboration took place between the theatre and four 
playwrights from the group over two years, from 1999, to produce a series of 
plays for the new millennium. This relationship continued until the theatre's 
closure in 2003. 
Secondly, in addition to all these organised forms of contact, there are the 
unorganised, spontaneous, and informal links and relationships which proceed 
alongside them. Conversations in the intervals and at the edges of organised 
events; telephone calls amongst the different acrtor3 in the eld with queries or 
information; visits to the productions of other practitioners and subsequent 
discussions of their work: these all take place continuously, and undoubtedly 
help to cement the more structured connections and collaborations. 
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Other contacts are developed at the level of policy-making, and this is the third 
main type of connection amongst organisations. it includes both formal 
consultations on arts strategy and specific cuiturai issues that have been 
undertaken by West Midlands ýw and the local authorities in the region, and the 
polic jr initiatives of theatre practitioners. The formal reviews - `invited policy 
involvement - have included new theatre writing either as a component of a 
broader-ranging discussion or as a specifically focused one. For instance, as part 
of the Boyden Theatre Review, WMA's Drama Officer organised a meeting of 
representatives from regional theatre companies with a commitment to new 
writing, specifically to give them the opportunity to make an input into the 
review on this issue. 
The `uninvited' initiatives by theatre practitioners at the level of policy have also 
provided opportunities for the different components of the regional network to 
engage in discussion together. For example, when Stagecoach! Ian Its 
first new 




it n adoýýpte 
od 
«se 
v rverer. StriCaLegliles in order to achieve ting [... ]r toi acl'i a 
g Pate g of loc wnrk" 
30 These included theng nisa inn of 
b. ýer program rrin: g 
in-c-91 new .,.... se 1 rba tl ,,. 
public discussions, and a final plenary session for writers, directors, and actors, 
with speakers from the Arts Council, the RAB, and North West Playwrights. In 
succeeding years Stagecoach! organised further policy-oriented discussions, 
either as part of its annual new writing festival or as a conference, such as 
Piaywriting - Dead or Alive? in July 2000 and 
writing Onwards: Finding and 
Developing New Playwrights in May 2001. 
30 Stagecoach! Organising Committee, Report of Stagecoach' 1992, p. 3 (West Midlands TWU, 
June 1992). 
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Finally, other forms of contact among the various actors in the field include what 
might be termed the official relations between arts funders and their clients, such 
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thus being able to make an input into hoard discussions. These more official 
relations also include arrangements to provide information to theatre 
practitioners. For example, in September 1999, in conjunction with East 
Midlands Arts, WMA arranged a meeting of producing theatres (both building- 
based and touring) from the two regions in order to discuss the Arts Council's 
National Theatre Writing strategy with the Council's New Writing Officer. 
It can be seen that these different forms of interaction in the West Midlands 
operate at several levels, which frequently overlap. Local groupings intersect 
with regional ones, which in Lure have national connections. Thus, Stagecoach! 
has 1inkä LVi+t, 
ii 
locale group ""'ýhuýýý as 1ý thoýse lip 
Wooll`'eihamiYivII and OLIaLLlvrd that LL 
helped to set up, whilst also interacting with other regional and national 
organisations, for example through its participation in the national network of 
playwrights' organisations co-ordinated by NPT. At the same time, 
Stagecoach! 's conferences, mentioned above, have been attended by practitioners 
and others concerned with new playwriting from across the country. 
Similarly, the MAPS course's local activities and connections were 
complemented for several years by its organisation of a major annual conference 
in Birmingham open to all those involved with 'theatre writing, both regionally 
pro +ý- o'-rl ---9or1 n 
ýn. 




, actors, critics, pia y 
publishers, journal editors, theatre administrators, co-ordinators of play -Tights' 
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organisations all took part in a weekend of intense discussion of a wide range of 
topics related to theatre writing. 
Theatres in the West Midlands are also involved in wider networks, in addition to 
their links with writers' groups and other agencies in the region. For example, 
many small-scale theatres are members of their management association, the 
pý 
Independent Theatre e Coý cil antý gh this meet 
both 
v io all and 
ýn e ýn ýýý vane and ýýrou ýý als ýrýup 
both rýgona y and 
national j' to discuss shared concerns. 
Together, this wide range of links, relationships, contacts, collaborations, and 
exchanges makes up the fabric of the network of policy and practice involved 
with new writing for the theatre in the West Midlands. Similar networks exist in 
other regions and ü, i %, t , Yi1ýätý, 
ü at a T'iäiioiäi ie v'el, 
We have already seen examples of these connections: for instance, TWU and the 
Writers' Guild together presenting the idea of a 'dead writers' levy', North West 
Playwrights having theatre directors on its board and working on joint projects 
ýa v tn` 4j,, n4ro ýrýn +nn r+o 
ýT-ý}j. ý o+-r+ . r, n-14t"ß ý n, rýoiaiijiý tjý VVýlll with regional thecaL1V ýiV111ý1QlIJL%., 1VV1Llllr111 1 lüyýýVllý L'S 
ýiV-VýJt. l1V11 i 
Northern Arts in administering awards to writers, NIPT'-. - co-ordination of a 
national network of regional playwrights' organisations, the international links of 
Yorkshire Playwrights and TWLJ. 
Other examples include the Arts Council's Theatre Writing Officer providing 
statistical information to the playwrights' organisations for the latter 's reports and 
campaigns in the 1990s, and its Drama Director 
being guest speaker at TWU's 
^T 11996---, the role of 







Gambit in keeping theatre practitioners "up to date with new ideas and plays-'31 
and providing a "platform for serious theatrical discussion"'2; meetings at 
various times of playwrights' organisations with the Directors' Guild, Society of 
Authors, and Equity. When the eighty-six playwrights sent their letter to the 
uar ian in 
17979, it was followed Up the rieXt day with au aliicic by Michael 
Billington, the ne`v'v'spaper's theatr. critic, supporting their demand for more iiý°. `vv 
Inlays 
to be produced. The sub-heading of the article encapsulates the sense of the 
network conceptually, and of the wider - not just sectional - interest involved, as 
it suggests that "everyone in the theatre should share the anger of our 
playwrights", 
33 
A key point to make is that, as my research has demonstrated, this web of 
connections amongst organisations concerned with new playwriting is frequently 
manifested in active creative partnerships. AL the same time, though, these same 
organisations are involved in a variety of policy initiatives. Their partnerships 
thus cross the boundaries of policy and creative practice, weaving together pollry 
activity with artistic collaborations, with each of the two strands informing the 
other. 
Firstly, the fact that individuals and organisations have worked together 
creatively - along the lines of the aesthetic 
interactions and exchanges of 
GilmorC S schools of activity - means 
that there ace shared interests and 
A- ". rý r the y nro ýý in 
n nor i-io iorn+ ivil ývý Crf he understandings vv ýýen týýe y aý e involved iýý polk y delbei a- I -- s. Secoýýdl y, he 
creative activities feed into and influence policy, while policy 
discussions can 
31 John Calder, Editorial, Gambit, Vol. 7, No. 28,1976, p. 3. 
32 Irving Wardle, Editorial, Gambit, Vol. 5, No. 17,1970, p, ;. 
33 Michael Billington, `87 deadly sins', Guardian, 22 °d November 1994, G2, p. 5. 
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lead to artistic collaboration. For example, the West Midlands branch of TW J 
was involved in the early 1990s in a scheme with the Birmingham Repertory 
heitre iVhereby members of the union could b ing theii plays to monthh 
meetings VVllli the l1IVQl ve'J U11VVlo J 
1'1 
1e Ä. Ü111g and discussion. riii1S vvaS Of 
course a creative collaboration., but an. 
the same time the branch was aiming to 
achieve a higher proportion of new plays produced at the theatre, thus seeking to 
influence the theatre's policy. Similarly, although almost in reverse, a meeting in 
1991 between the West Midlands TWU branch and the Belgrade Theatre, 
Coventry, to discuss the theatre's policy towards new playwriting, led to a range 
of joint creative activities including script-reacting, workshops, and the setting up 
of a local playwrights' group. Thee at-tisLic activities then influenced policy in 
iter iii Oiuei to help "shape their turýý. the Bel laue 
invited Leedbä%i. frviil tiie vvT-is J 
and develop this 1nitiatýve in partnershipýý, 
3ý 
an TWU T noted the rntenti al of the 
collaboration to "raise the profile and importance of new writing in all its 
theatrical forms". 35 
There is thus a close link between the existence of active, collaborative networks 
and the capacity of theatre practitioners to make an input into policy 
development and implementation. This finding 
bears out Schlager' s view that 






rust a11U rep ea ed 





learn about their situation, and each other" (1995, p. 
249). She goes on. 
"Repeated interaction [... ] also provides a context in which individuals can 
change or shape each other's preferences", and especially "permits the changing 
and shaping of preferences of important decision makers" (p. 262). If this is 
indeed the case, one would conversely expect a lesser or more fractured input 
34 Circular letter from Belgrade Theatre, `Belgrade Regional Writers Workshops', [1991], p. 2. 
35 TW? T Newslettcr West liclln_nds, 
September 1991, p. 1. 
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into policy if networks are not so well developed. Certainly, while some other 
regions, and the national picture, manifest similarly active networks, others have 
much weaker Ones. 
In some areas there are no associations of playwrights at a regional level at all, 
leading to a lack of connection between writers and theatres, and between writers 
and RABs, in Some, links between theatre companies and the RAB are not so 
st- n oný v no n- -výlorýn- vý nro eferr 4 sß 4ýv ý. or +ýý Oiiý. Cv üý h VVVü1CTý1lJSJVS auuý ýý, i13I J11 aiv Tef iced Liiý in the Boyden Repoort: 
"Although many reps have 
developed 
strong mut"all supportive relationships 
with their RARs, in some places the legacy of distrust which accompanied the 
process of devolution continues to cast a shadow" (2000b, p. 12). This particular 
effect of devolution was earlier noted by Nobuko Kawashima, although she also 
points out that in some cases devolution brought theatres together regionally to a 
greater extent than had existed before (1996, pp. 38-40). 
There are a number of reasons for suspicion, coolness, or just an absence of 
relationship amongst the organisations concerned with theatre writing. 
Protectiveness, competition, workload, and insularity all play a pari in weakening 
or disrupting the links among the different actors. Difference in outlook, as was 
the case with Yorkshire Playwrights and its R3 over the question of writer 
development and play production (discussed in Chapter 4), may also cause 
tensions or limit communication. In this case relations between the RAB and the 
playwrights became strained; and during my research in the region I found that 
some other links among theatre organisations in the region were not very active. 
l he extent to which this occurs varies 
f om region to region, and may also 
change oer time. 
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It is in these changes over time that the differing effects of strong or weak 
networks can particularly be discerned. 
6.3.3 The Changing Nature of the Networks 
Another aspect to be considered then is that these networks are constantly 
shifting and evolving. Players in them come and go, influences grow and 
subside, relationships are forged and then fade. Thus, the dit"ferences between 
regions noted above do not represent a static picture, but rather one where those 
differences are a `snapshot' of the situation at the time. Such alterations in the 
life of individual organisations and in the networks of which they are part shed 
light on the argument that the strength of the networks, and the involvement of 
the various players, affects the ability of organisations to have an influence 
within them, including on policy development. 
Developments in the Northern region provide an illustration of the way in which 
organisations, and thus the dynamics of a network, change over time. As 
described earlier, 
his region was he first in England to give birth to a 




t lay vv1ights 
Soci 
, 
ty was estabIII * lished in 
1974, and developed as a key organisation in the region, becoming responsible 
for awarding new writing commissions through a grant from the RAR. However, 
changes in the organisation of theatre provision in the region, the increasing 
workload which caused a burden on the very limited staffing of the Society, as 
well as the difficulty of responding consistently as a membership body taking its 
decisions at monthly open meetings, all meant that NIPS was unable to continue 
its role as a funding body. 
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Responding to the changed situation, it took the decision, together with the 
Regional Arts Board, to establish the New Piaywriting Panel -a body consisting 
of writers, directors, and representatives o both Norther ü Play wi i ghts and 
Northern Arts - which met four tilmes a year to make grants for new writing 
commissions. However, by 144E further changes had taken place, resulting in 
the creation of New Writing North, an agency to support new writing in all 
media. This now became the main recipient of Northern Arts funding, and 
administered the New Playwriting Panel. 
As a result, the purpose of Northern Playwrights changed. It continued to be a 
membership organisation, but saw its role as primarily the support and 
development of new playwrights, and to this end set up blanches around the 
region. With a change in its purpose also came an alteration in its influence. lt 
was no longer the key Organisation of writers consulted by bodies such as the 
RAR - this role was now fulfilled by New Writing North, an organisation which 
had an office and a full-time director. In 2000 members of the Society felt they 
were unable to continue to manage the organisation and decided to dissolve it. 
The groups it had set up in North and South Cumbria continued, with support 






changes, support from North w laywrights. 
Thus, the changes which took place in one organisation, the Northern 
Playwrights' Society, were both influenced by, and in turn affected, the other 
actors iii the network of bodies concerned with new playwrititig in 
the northern 
region. More than this, the 
los, ) of the Socie y's key active role reduced the 
weight they had carried in influencing policy. 
The secretary of the Society felt 
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that the loss of funding had also weakened their relationships with other 
playwrights' organisations across the country. -- 
A less formal organisation, the West Midlands Theatre Forum, provides a further 
illustration of the way in which bodies may have a frequently changing life, and 
how this both affects and can be affected by, the wider network of which it is 
pal L. l 
he ForÜl 1 as VS n1 11S11VÜ ÄS ü1 1lniVtIT1 of both "m111nC1l1ý- an nvýd r{tý nl. nýo J 1Q15V-JVa V 
theatre companies i the region (although the larger theatres tended not to 
attend), and met on a regular basis, before falling into inactivity, At the end of 
1997 it was revived by some of its former members, and over the next year held 
bi-monthly meetings where infonnation was exchanged, discussions held, and 
work of the member companies showcased. During the next two years there 
were sporadic attempts to re-establish the Forum, consisting of occasional 
Im eetings, Out no continuing organisation. A parallel attempt to set up a 
Birmingham theatre forum was similarly unsuccessful. c-A sa result of these 
interrupted forms of organisation, connections among the s--mailer theatre 
companies hive remained tenuous and haphazard. 
The disintegration of the West Midlands Theatre Forum also had an impact on 
the wider theatre network in the region. In his annual reports in 1997 and 1998 
the Chairman of Stagecoach! Stated that "tile collapse of the West Midlands 
Theatre Forum has temporarily weakened our links with nor-building teased 
C0: 71panieS»'37 and explained that, äS a result, 
these links had to be rogreSSe 
slowly on an individual basis". 
38 Moreover, there is some feeling among the 
36 Interview by the author, March 1999. 
37 Stagecoach!, Chair's report 1996-1997', p. 2. 
38 Stagecoach!, `Chair's report 1997-1998', p. 2. 
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smaller theatre companies in Birmingham that their lack of influence on the City 
Council's policy for theatre in the City has not been helped by their inability to 
m aintain the own network th rough tidies such as he West Midlands TI entre 
Foy um. The efforts to revive the Foy um in löte 199,7 wer robab t m, l -tea h 
an awareness of this shortcoming, and the attempt to set up an Birmingham forum 
arose directly from needs emerging from the City Council's cultural strategy 
consultations. 
6.4 Conclusion 
These examples of changes in the lives of organisations, and thus in the 
dynamics of networks, suggest that the extent of active relationships affects both 
n likelihoodl of there being openings for practitioners to be involved in 
nr nt vý ty+ rn n+i+in orl. t 
L+nc. 
v tn tý 
1. iiiSLlitaLlon, aiiü 
title 
abl ity of 
rIal+L1L1VTý1ý. 1J LG have an effect on 
those, 
consultations. in other words, the possibility of such policy consultations taking 
place widely, and of being effective, is increased when they are embedded in a 
network of active collaborations and associations. This is partly because within 
the networks theatre practitioners are able to have regular contact not only with 
other practitioners but also with funders, making it more likely that openings will 
be made for them to contribute towards the policy process. It is also because such 
networks enable the constituent o anisations, both individually and collectively, 
to 1n.. n on+or n+ nn ro iroýrt in rý ný r ".. 
1 11 ý-. nn 
have a gi eater impact and 
to carry more ` eight in their dealings vv ith those 
whom they are trying to influence, whether these are funders or theatre 
managements. The networks are thus one of the key ways in which arts 
practitioners are able, through their own actions, to turn themselves from 
outsider' to `insider' groups, or from limited to privileged access. 
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Many of the examples of successful influence by theatre practitioners on policy 
have occurred when there has been some form of joint effort by the practitioners. 
T_ or instance, when in 1993 the Arts Council's Drama Department planned to 
Cease f riding the 
National Play'vvrights' T, -, +, North vvTest Play'v`vrights, Northern 
Playwrights' Society and Yorkshire Play`Nrights, an concerted campaign 1 by these 
organisations, which gained the support of theatres companies, local authorities, 
and other writers' groups as well as many individual writers, led to a reversal of 
the decision. 
This is not simply the effect of solidarity amongst people affected by a specific 
change or problem, important though that is. It is that this variety of connections 
and collaborations - including, importantly, creative partnerships - among the 
Ode range of bodies concerned Oth new play"vvTiting not only strengthens 
policy-making but actually makes practitioners' contribution into the process 
more likely. Organisations that have strong links to others have a 
correspondingly higher profile than they would otherwise; they have more 
information, expertise, and resources to offer; and they are more likely to be 
already engaged in contact with the funders responsible for the policies. 
There are of course some large, renowned, organisations which are significant 
enough that they can 'plough their own furrow' (nationally, for instance, the 
Royal Shakespeare Company and the Royal National Theatre, regionally, the 
n ono vnrn ýs+ 
4 ýegv--, 
itr rvýýn4 n fo most of those main producing theatre may 1äi1 into 
his catego vý. 
But 
involved with new playwriting, the value of partnerships with others 1s significant 
for their ability to influence policy development and implementation. 
Involvement in active networks is thus a significant means of increasing the 
resources of both the individual bodies and the smaller networks within the larger 
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web, and so of making the participants `resource-richer', and more `inside' than 
outside'. 
Chapter 7, the concluding chapter, draws together the evidence and arguments of 
the preceding chapters, and examines whether the questions about arts 
practi. `ione1'S' involvement in policy activity set out at he beginning of tine thesis 






Conclusion: Putting Theatre Practitioners in the Spotlight 
This thesis set out to investigate the role of arts practitioners in the processes of 
cultural policy formation and implementation, and to discover whether, on the 
stage of policy activity, they are the non-speaking `spear-carriers' implied in 
much of the existing research literature in cultural policy or whether they have a 
more active and significant role. in so doing it has examined several related 
matters. These are the history and extent of arts practitioners' participation in F 17 
cultural policy activity, both generally in post-war Britain and specifically in the 
case of new theatre writing in England; problems and issues associated with the 
processes of participation, and how the involvement of practitioners could be 
facilitated and improved; and, importantly, why it matters whether practitioners 
do participate. 
Part I of the thesis provided an analytical, historical, and theoretical approach to 
these questions. Chapter I argued that the involvement of arts practitioners in 
cultural policy-making has not been widely recognised as an issue for discussion 
rn il4 nnn no r and inn n4-A 
that +U n iý. v rono 4 in cultural policy research, and suggested ed that the re ativý y recený development 
of public cultural policy, and of research in the field, are reasons for this absence, 
together with a view that artists should not he `tainted' by such worldly matters 
as policy. It proposed that approaches in the generic field of public policy 
research can provide useful tools for considering the subject, pinpointing 
approaches which pay attention to the role of a wide range of actors in the policy 
process, and which suggest that those actors can increase their resources of 
expeitise and effectiveness to 
become 'insider groups' with acLCSS to decision- 
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making. These ideas help to open up an understanding that arts practitioners can 
be among the actors involved in cultural policy activity, and through seif-directed 
action can enhance their place in the policy process. 
The second chapter examined debates in the arts about the representation and 
participation of practitioners in policy processes, and the influences of the social, 
political, and economic developments of the time, it showed that concern has 
been expressed &oui the exclusion of arts workers from, polic`y'-i alking bodies 
ever Sind the Setting up of the public arts funding, system in Britain In 1945. 
These concerns were magnified and expressed more forcefully under the impact 
of the cultural, social, and political changes of the 1960s and early 1970s. The 
new circumstances and discourse of the 1980s and 1990s had an equally 
profound effect, and moved the focus away from demands for direct 
representation on the Arts Council. Economic attrition, the ideology of 
marketis tiOi1 
, 
tue shift from producers to consumers, and the undermining o 
trade, unions and professions, all contributed to thas change. 
Of key importance is the question as to why the involvement of arts practitioners 
in cultural policy activity is of any significance. Chapter 3 elaborated a 
theoretical framework to explore this issue, proposing that the question of their 
participation can be usefully considered in the context of 
discussions about 
democratisation and governance, and through the concept of civil society. 
Such discussions have developed across a range of policy fields, and in a wider 
political arena. Criticisms of conventional representative democracy have led, 
particularly in recent years, 




practical nrý. ý - -I rý. -ý -v ,L involvement which can oller . ideas fog dc ý elopýIg 111 ý of v ement of arts 
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practitioners in policy-making. At the same time, changes in government have 
been occurring whereby decisions about the provision of services, and the 
delivery of those services, are undertaken by a range of non-statutory 
organisations, alongside elected govern gents. The teer `governance' - used to 
describe this approach - 
has become increasingly prevalent in recent years, and 
has been applied to all levels of government, from local to international. This 
idea of governance is useful for considering the networks in which arts 
practitioners have been involved in relation to policy-making, and how they 
might be involved in the future. While the more experimental forms of 
participatory democracy, and the spreading reality of governance, offer some 
positive and useful ways of widening participation, they also tiuow up issues and 
problems uiat. iieeü rite J1ving. These lileiüüe Issues v. ieý, ieSeiýLaL1oI1 -a-Itd 
accountability;; status and 'imf! uence; and the relationship between `sppecia 
interests' and the `common good'. 
If these discussions of democratisation and governance throw light on the 
processes of involvement of arts practitioners in policy activity, the concept of 
civil society helps to illuminate Me ral ioria e toi their participation. 
Chapter 3 
explored the history and meaning of the civil socie y concept, and arg eed that I. 
is central to understanding why practitioners have sought to be engaged in the 
policy process, and the significance of that engagement for the maintenance of a 
vibrant democratic arena. 
Part II of the thesis focused on the case study of new theatre writing policy. 
Chapters 4 and 5 examined theatre writing policies and the main actors in this 
policy sector: the playwrights' organisations, theatre companies, and arts funders. 
Dra\v'ing /t on Ml11ai1't1iiiy ut 
-1' N" 11'\! l 
ý' 








chapters paid particular attention to the playwrights' organisations and to their 
distinctive history of self-generated activity. Arising out of immediate needs - 




O N(quickly 1 ýr 310 ! ý0 A 1'ý! Tý ! \t 
ac ti activities for - these groups de eloped to embrace a range oý acti vtie 
concerned also with Nx niters' professional development and wider question-s- about 
the place of new plays in the repertoire, Developing their own modes of 17 
organisation, including participatory democracy, they also sought to build 
partnerships with others concerned with new playwriting. Intense negotiations 
and campaigns of an oppositional nature were undertaken alongside close 
collaborations and open events. Chapters 4 and 5 also discussed key issues and 
debates within the Sector, examining the concerns of practitioners over factor's 
affecting their working conditions (such as low and precarious rates of pay, and 
theatres' treatment of playscripts) as well as over matters relating to the status 
and future of new playwriting, 
Chapter 6 considered the different forms of policy engagement open to theatre 
practitioners, and distinguished two principal forms of active participation. These 
are the invited 
, 
i. e. tlllougll official channels of consultation and review, and the 
that n rn ý4 '*__o_ 
ý _ýýr+-ý + 
4n+* nrdn nn nn4"- 
uninvited', tis, pi acitýoneIS v vv ii ini tia v es an organisa 
ion. The chapter 
tion and activity has been a argued that the extent of practitioners' o V1 rganisaKýi Vai 
significant feature of the policy process in the area of new playwriting. The 
chapter also explored the make-up and operation of the networks of agencies 
operating in this policy area. It put forward the idea that these networks cross the 
boundaries of policy and creative practice, with links being made among 
practitioners and funders that interweave both creative collaborations and policy 
activity. These networks o irate action 
help to open up opportunities fo policy 
input and influence. 
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This concluding chapter examines whether the initial questions have been 
answered, both in relation to the case study of playwriting policy and more 




-1 a obntnn en to participation a actiuoners in policy and s 1J11VV{Jý 
the obstacles to 
u«iiu 
the methods used by practitioners to overcome those barriers and facilitate their 
involvement; and thirdly, the significance of practitioners' engagement in 
cultural policy activity. 
7.1 Theatre Practitioners' Participation and Its Effects 
It is clear from my research into new playwriting policy that theatre practitioners 
have been involved in the policy process throughout the decades since the 
establishment of the 
. 
its Council, atü most particularly since playwrights have 
o ganised themselves into their ý, self-heap associations and netvý orks. Part II 
of the thesis includes many examples of this involvement, the channels through 
which it takes place, and the range of issues on which their participation has been 
brought to bear. While these issues have included matters of immediate 
consequence to playwrights' working lives such as pay levels, ownership of the 
script, and choice of artistic team producing the writer's play; they have also 
embraced wider issues, beyond narrow interests, that affect theatres and their 
audiences, including programming, regional identity, and venues for new plays. 
Moreover, as a whole, nevv' play writing has a particular role iii affecting the place 
of theatre in society, 
helping it to balance heritage with contemporary relevance. 
With regard to the effect that theatre practitioners' involvement has had, this is 
not always easy to quantify, especially in relation to policy outcomes. when I 
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began this research new playwriting in Britain was enjoying a renaissance. As a 
proportion of the repertoire, new work had increased from an average of seven 
per cent in the years from 1986 to 1990 to twenty per cent in the period 1993 to 
19196 (3rvvvil 
and 
Braunen 190961, p. 31 uQl, and Arta- ývUncill Ülat1JL1Cs visit 
critic Michael Billinb nn, reviewing the past year's theatre, wrote: 
"the most 
ea. s 
startling fact of 1996 was the emergence of a new generation of dramatists [... ]. 
Nothing like it has happened since the late 1950s". 2 
It would be inadvisable to attribute this change to a single factor, for a direct line 
of cause and effect cannot easily be drawn in the complexity of cultural policy. A 
web of factors has to be considered, including political, economic, and social 
y +'ý°-+r- deýýelýprrýeýýýs. ilýýas, iýhüle tý e period haa +; y u11 
practitioners, it had also witnessed political and cultural Changes, including a 
turning away from the Conservatives' emphasis on heritage and a greater 
acceptance of cultural innovation. Economically, theatre companies were still 
facing cutbacks, so the growing realisation (emphasised by the playwrights' 
organisations) that new work was not as much of a risk to box office takings as 
had been thought, meant that the small casts of many of the new plays became 
more attractive. The playwright David Edgar also suggests other reasons for the 
upsurge In ne vv, theatre writing at this time, 
including that the social changes of 
the last decades of the twentieth centu jr provided writers with 
-a to 
embrace" (Edgar 1999, p. 29). Michael Billington points to the re-invigoration of 
the Royal Court Theatre under the directorship of Stephen Daldry from 1994 as a 
further stimulation; and both Edgar and Billington are of the opinion that a 3 
I Statistics provided to author by Arts Council New Theatre Writing officer. 
2 Michael Billington, `Theatre is alive - official', Guardian, 28'hDecember 1996, p. 7. 
3 Michael Billington, `On new British Dramatists', British Drama and Dance on tour, British 
Council, Twelfth issue, July 1998, pp. 2-3. 
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paucity of original drama on television was an additional reason for play\v"rights 
turning to the stage. 
Another difficulty encountered in ascertaining the effects of theatre policies - 
amongst a number of factors that could be influential - is the shortage of useful 
data. As indicated in Chapter 4, Regional A[ is Boards showed diffidence in 
attributing positive outcomes to their playw LtIng schemes due to the small scale 
of these schemes and the lack of baseline information and monitoring systems to 
establish their effect, Alun Bond and Sue Roberts, in their study of local 
authority arts policies, faced a similar problem, noting that "the task of 
identifying the impact an arts policy had made on arts activity was [ ... 
] 
constrained by [the] lack of statistical analysis available from individual 
authorities. What was available was a range of opinion" (Bond and Roberts 1998, 
p. 8). 
Keeping this qualification about the difficulty of attribution in mind, it is 
nonetheless possible to consider whether the activities of theatre practitioners 
have had of ects on policy development and inlplementcation. 
Indeed, Bond atid 
v 4]^0 ývýi. 
ý+o 





+-ý of nnin, nr+n Re Roberts 
itake 






L... pro essional al is 
practitioners, has r... played an important p rt 
in encouraging some Councils to 
play a more active role in the arts" (1999, p. 20). Preceding chapters have given 
clear examples of influence. These include the early success of the Theatre 
Writers' Union in reversing the Arts Council's cuts and securing greater 
dissemination of information about the Council's new writing schemes, when the 
Union was first formed in the mid-1970s, and the significant achievement of 
T`WVU and the Writers Guild in inti'oducing standard writer's contracts. 
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The point was made in the previous chapter that in addition to direct inputs into 
policy discussions, the actual activities of the writers' groups can affect policy 
more indirectly. This is apparent in the view expressed by the Director of Ne o, 
T ruing iý o th lýýýýv 
j that the organisation had "raised the game" in the region, 
"making everybody more conscious [... ] that script development and writer 
development is [... ] important". She felt that the work undertaken by NWN had 
raised awareness among writers, theatres and local authorities, and had provided 
resources to enable work to take place that would otherwise not have occurred. ' 
In some matters, even if direct causation cannot be certain, the efforts of the 
practitioners are likely, at the ! east, to have played an important role in bringing 
about changes. For instance, one of the factors present during the gradual 
improvement iii theatre companilestreatment of unsolicited scripts has been the 
Concerted attention paid by play rights' organisations to this issue. So although 
it cannot be stated with certainty that the activities and pressure of those 
organisations contributed to the change, it is reasonable to assume that they have 
had some impact. Another example can be seen in the setting up of North West 
Playwrights, with the aim of increasing the number of new plays produced in the 
region. Its activities coincided with a rise in new writing as a proportion of the 




average in 1 VVT was 
, jo n 
ý, car+ j. ý +r at2"1--+ 
j. ý ant vo ^ 97 fourlÜlidJ to V sJ+lýgllillVülltly , lllgilýil - 0. L LJ /V th 11.1 Ll e average of 
1 VO//lý, by 11ýý 11. 
The importance of the playwrights' organisations in supporting individual writers 
has also been evident. Nationally, regionally, and locally playwrights' groups 
have helped writers 111 disputes With management; provided them with script 
Author's interview with Claire Malcolm, March 1999. 
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readers' reports, developmental workshops, and rehearsed readings; and enabled 
them to access arts funding schemes. Jonathan Meth, Director of Writernet, 
referring to the Ails Council's Year of the Artist awards in 2000, notes that 
u 
+j,, e 
"vv'lerle there e was na 
vv 
well-lwrenov, iced Wr1iterl-s r orsgganiS nllvll 
a+iorý, 




UP-, l0lý vl 
North East, to provide inforM. ation, advice and guidance, playwrights fared Well 
- but when there was no support, such as in the South Fast, they fared very 
5 badly". 
The achievements of the playwrights' organisations are borne out in the 
comments of other observers: for instance Paul Barnard (when assistant Drama 
Director at the Arts Council) was of the view that "tile doggedness with which 
ý4 
ýrý playwrights n continue to n 
band 
,. 
] together [... ] 4n 
LV 
dev . eolop r and promote 
+v their craft in 
difficult times has had a Significant influence on keeping new writing on the 
agenda" (Barnard 1991, p. 42). 
It is also the case however that, as this thesis has indicated, theatre practitioners 
have not always been able to achieve the impact they sought or to influence 
policy successfully. The neXt Section SU imia ises the obstacles that 
have acted as 
a constraint on, their lil V _)I V'ei1Li1L 
iii the policy S, and 
discusses ideas and 
practices to facilitate and improve that involvement. 
Jonathan Nleth, `Playing fast and loose', A, -ts. Veivs, Issue 64, Summer 2003, p. 14 
3UU 
7.2 Overcoming Obstacles to Participation 
Even where arts practitioners have been invited to participate in policy activity, 
as weil as where they have made their own attempts to do so, a number of 
1stac1le__s 1 have inhib 1 '1_' J th itedL_t aio'n. Tlnl of 
te 
__, to overcome these di _7"fCfic_ 
lulta'_ý Ob pa ticipa ies 
funde s and practitioners i1ä v'e been required LU CviiSlüý, i 
both ýiilý, iii-prov t-nelii of 
official. channels for participation and the ability of arts practitioners themselves 
to create ways of influencing policy. 
The obstacles encountered by practitioners in their attempts to influence policy, 
as shown in this thesis, are two-fold. They relate, firstly, to issues of method and, 
Secondly, to contextual factors. The issues of method concern the channels open 
to heil 1r QllCCAL POIIC 
1O1-Illation and 11 1-p1V1 11111taLlon. 111VJV ha e included 1.0th 
their place on decisio : -m long bodies and the consultation processes available to 
them. As we saw in Chanter 2, their access to the Arts Council and its 
committees and panels was a matter of contention over many years, and 
practitioners engaged in debates and made efforts to change the ways in which 
these bodies were constituted. Then, as consultations grew in number, at national, 
regional, and local level, theatre workers took an active part in these. But, as 
indicated in preceding chapters, such consultative processes 
have o tent evinced 
serious shortcomings, IýI Nýt 
Y+" N lY excluded 
resulting in 
the views op practitioners being or 
discounted. 
It is not always clear, however, that the funding bodies conducting these 
consultations recognise the weaknesses and problems in them. The first step 
therefore is for this awareness to be increased and then the necessity of 
n,. ,, '. rv crcE. +ýo rýrýhi 
I- 
one oý 
Tl-v in of4. -r n-r 
v ominb Li .. pt%Ju1 , 
rs 4 to v%, r-.. %ugnis U. 111%, Ll4., )Livii VI UV%A Ut11111b ti1C. 
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difficulties can be met partly by improvements to existing methods: for example, 
wide and weil-publicised invitations to participate, ample time scales for 
responses, clear explanations in the resulting reports and policy statements as to 
which contributions are accepted and why. Consultative processes could also 
be 
enhanced through drawing on aspects of the alternative modes and ideas of 
democratisation, such as deliberative debates and citizens' juries, 
discussed 
earlier in the thesis. In particular, such changes would be best developed not by 
funders alone, but in concert with arts practitioners, so ensuring a greater 
likelihood that they would be effective and appropriate. 
It is partly in response to the difficulties they encountered that theatre 
practitioners (both playwrights and theatre companies) established their own 
organisations and campaigns, and took part in the activities discussed in 
preceding chapters, in order to change the operations, schemes, and funding 
levels of the funders, and to improve the treatment of writers and the proportion 
of new plays produced by theatre companies. These organisations and activities 
have played a role not only in their own right but also through the networks of 
which they have been a part. The involvement in such networks, by increasing 
the resources (of expertise, information, and standing), has enhanced the status of 
the component organisations within them, in the way articulated by Wyn Grant 
(197/8) and developed by William A. Maloney et al 
(1994) in the concept of 
`insider " groups with 
`privileged üV t JSl 
. 
111 tills 11 %JW 
I fill.. a%, Nils Vf Lh1e group- 
concerned can have an influence on their place in policy-making. Thus, as a 
result of the efforts of theatre practitioners themselves - through their own 
agency - their participation in policy activity 
is improved and better facilitated. 
At the same time, it is important to recall instances of shortcomings in theatre 
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workers' attempts to organise themselves or to see through their actions: 6 there 
are many improvements that practitioners, too, can make to enhance their 
involvement in, and influence on, policy activity, which have been indicated in 
the discussions of policy participation and organisation in lie preceding ciiaptei's. 
The contextual factors affecting practitioners' involvement are clearly far less 
open to alteration. These factors, as we nave seen in Chapter 2, include changes 
in thle economic circumstances in which al -LS fundei's and theatre companies have 
to operate; the political a nd lüý. vivgi ai 
üß. 1 ands made by government, such as 
for market imperatives to be applied to the public Sector; and cultural changes 
that affect the place of the author or the role of theatre itself, Theatre practitioners 1: 1: 
have responded to changes in context in three main ways. 
Firstly, they have resisted the changes, making demands to limit their effects, 
such as for more money to be made available to the theatre sector as a whole and, 
in this case, to new writing in particular. 
Secondly, they have found ways to accommodate to them, to some extent, 
without losing sight of their objectives. For example, we have seen how 
playwrights' organisations changed their approaches at various tildes In order to 
ädäpt to alterations in their situation. 
At the end of the twentieth centum' this has 
been evident again, as several of 
the NNTiters rülps have broadened out to take vv v ýv. v v`.. ý... v 
into account the growing number of writers who earn their living not only with 
stage writing but also in film, television, and radio. Thus, while the perception in 
the mid-1970s that stage writers had needs distinct from other writers led to the 
6 For example, the failure of West Midlands Theatre Forum to maintain itself as an active 
network. 
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establishment of the Theatre Writers' Union, the more recent setting up of New 
Writing North and the re-launch of stagecoach! as script, with a brief to cover a 
much wider Lange of media, are responses to the changed circumstances and 
concerns of writers toüay. 
Thirdly, theatre practitioners have responded to these contextual täctors by 
creating alternative ways of working, in a sense by-passing the context. For 
example, when economic stringency led to the number of commissions for new 
plays falling, Norther Playwrights' Society gave its support to workshops and 
readings in the region, in place of full productions (Rigby [1995,, pp. 7-8). 
Clearly, above all, it is essential for practitioners to maintain awareness of these 
contextual factors so that they can keep abreast of changes and by so doing, 
formulate demands, make their own changes, and develop practices that protect 
esS in new circumstances. This point is reflected by and extend their inter 
Jonathan Meth, discussing "the disappearance of ring fenced pots" for new 
writing after the re-organisation of the Arts Council in 2002-3, He surmises that 
"Playwrights must get cannier in unlocking funds to support themselves", and 
moreover sees a "new opportunity" for playwrights to "shift slightly the balance 
of power over the development of their working lives away from directors". 7 
The significance of these developments, of the attempt to increase and improve 
participation in policy-making, is further understood by returning to the question 
of why practitioners' involvement in cultural policy activity is worth both 
Aý UL ering and uviiig so ieiiiiii9 al 0- consid 
Jonathan Meth, `Playing fast and loose', ArtsNevvs, Issue 64, Summer 2003, p. 14 
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7.3 Why the Participation of Arts Practitioners Matters 
One of the key questions asked by this thesis is whether the involvement of arts 
practitioners in policy formation and implementation is of any importance. It has 
answered it through the concept of civil society, and in the context of changes in 
democracy, the , increasing 
practice 
of governance, a 
nrýu debu debates about ýý 
democratisation. The role of practitioners in policy activity has not, hitherto, vaaavv 
been considered in this way in cultural policy research. My argument is that it iIS 
crucial to understanding why practitioners have sought to be involved, what the 
nature of their engagement is, and what the implications of it are. 
In its exploration of the idea of civil society this thesis has drawn on a number of 
writers on this subject, and particularly on the approaches of Antonio Gramsci 
and Benjamin R. Barber. in their conception, civil society is a distinct sphere 
an n+++ +vor the mnrý t nn +n4, r+ ýP 4v1 4 separa e fom government -and the mar riet, consistinng o the voluntary 
bons of society, the activities of social participation and engagement, organic a 
and values such as inclusiveness and equality. 
In these respects the organisations and networks of theatre practitioners can be 
said to correspond to the characteristics of civil society. Firstly, playwrights' 





ab rat ns n gst the fall, clý. enrý r the 
A tn ot 
ai Lug i SpS and collaborations üiTivTýiýý L L11iI1, aai iy within 
the 
ueuili Liiii v 
`voluntary' organisations and connections. 
Further, their involvement in policy 
debate and implementation, and their own initiatives of public events, campaigns, 
and specialist activities, are manifestly examples of civic engagement. And 
lastly, their activities in support of all theatre writers at whatever stage of 
development they are in or whichever kind of theatre they write for, and the 
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embracing of a wide range of individuals and organisations concerned with new 
piaywriting at their organised events, demonstrate a level of inclusiveness and 
equal regard. 
The networks in which they are involved also reflect the "weak ties" and 
"association around common activity rather than common history" that James 
r Gibson ('19198, 'n i 1nncý cný i_ have p. 4) and Benýämin R. Barber (1998, p. 50) respectively ave 
argued are the vital connec ions that iev pent. civ ii sot y 
irvi i on the G ie 
hand, atomised and, on the other, so Closely knit that it becomes exclusionary. 
It could be argued that in at least one respect - that is, the focus of regional 
playwrights' organisations on the writers of their own region - the practice was 
exclusionary. But there were very practical reasons for this, 1. e. that some of the 
regional fenders expected only regional vvriters to benefit, and that surre degree 
of protectionism for local playwrights was considered necessary, as we saw with 
regard to the Northern region. There was also, though, evidence of flexibility: for 
example, Stagecoach! opened up some of its workshops to writers from other 
regions while Yorkshire Playwrights frequently advertised its meetings and 
events in North West Playwrights' newsletter. More importantly, on the crucial 
question of protection of playwrights' working conditions, both the regional 
i 'MI T 11 J1ö 
groups and 1 nationally gave support and auvice to 11011-II embers. 
Moreover, commentators tators from 
outside the immediate :, igele of pIayVVIiS'-ts all" 
theatre companies (for example, theatre critics and publishers of plays) have 
8A TWU newsletter [April 1984], for example, refers to the West 'Midlands TWU branch having 
"intervened at two major reps and [...; 
been successful in obtaining significant_ sums of money 
owed to members and non-members alike" [p. 11]. 
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expressed their understanding that the concerns of these practitioners have a 
wider bearing on the theatre sector as a whole and are not just a narrow concern. 
The playwrights' organisations have not, therefore, sought to improve their own 
status as insiders' at the expense of others remaining 'outside'. They can in fact 
be credited with t yiing to bring as many people as possible within the scope o 
41,0 cti rit e rtrn f ý. ý4ý 4ýon4ro vin owe 4 nýý v. er o nI1 n 
1on 
thei activities: CG11LlaCLS vvltll tllý Caine- manap-Ments cor all JCQ1e- of 
professional theatre companies, and there have also been attempts to protect 
writer-, working with amateur and community theatres; services such as script- 
reading and workshops have been provided for playwrights at all stages of their 
development; and almost every category of person and organisation concerned 
with new theatre writing has been invited to the conferences, seminars, and other 
events organised by the playwrights' groups. 
Further understanding of the role that civil society can play is illuminated by 
Gramsci through the concept of hegemony. in his account of this term, the 
dominant class in society gains its position by consent as weil as coercion. 
ideology and cultare, all therefore cuýturat and educational orgaIn 
at1VnJ, +LÜUS 
play crucial roles both in developing consent for the dominant ideology, and in 
questioning and challenging that hegemony. Civil society is therefore conceived 
dynamically, as a place of transition and change, an arena of active civic 
engagement. An enlarged conception of democracy also flows from this analysis, 
opening up new issues to democratic debate and activity by a wider range of 
actors. 
Applying the concept of civil society to cultural policy-making provides us with 
a way of seeing cultural organisations as examples of the voluntary associations 
307 
making up the sphere of civil society, and of considering them as active 
participants in a dynamic arena of democratic engagement and change. In the 
same way that it enabled cultural studies, when It emerged as a new discipline, to 
open up examination of he role of culture in society, it can also provide1 a 
framework for examining the policies governing that culture and the role of arts 
practitioners, not only in creating their art, but also in developing the policies 
within which they and their organisations operate and by which their art is 
disseminated. And because it contains a conception of transformation, it may 
therefore be used not only as an insight into existing conditions, but also to 
suggest changes - changes which are nevertheless rooted in an analysis of 
present practice. 
The concept of civil society can also help to deepen discussions of 
democratisation and governance, which, as this thesis has suggested, are 
particular features of the context III Which the involvement of acts practitioners 
nee nr re 
T this ninI bi-, 4onn ý Ids to coýýsideI CI lt 
can do 1ýýý partý,, uýarly ýhr., agh 
its 
contribution to 
understanding the role of democratic participation. There are two aspects to this: 
one, that the concepts of state and democracy are expanded through the notion of 
civil society; and two, that participation is critical to democracy and its exercise 
is linked to that of power in society. 
Thus, firstly, the conceptual expansion of state and democracy by the inclusion 
of civil society brings a wider range of actors and issues into play, and so 
provides both relevance and possibility to tiie notion of governance, since 
ýorrý is 
the -rLrrsnh 6-ove 
vý 0n4 la nd 
no nr nvo n -s n 
t+atut +v-or r`. organ vn'L n4I vrn go ernan ce 
is paart tneip of Ygove nmeisations. 
These non-statutory Organisations are examples of the *voluntary' associations of 
civil society, existing independently of political society and therefore ahle to 
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enter into partnership with government. Since these voluntary associations 
include arts organisations, the involvement of arts practitioners in policy-making 
can thelefore be comprehended not as a problem or an irritant, but as an instance 
of the active realisation of governance. 
Secondly, civil society is the sphere through which individuals and organisations 
participate in society as a whole, and participation is central to the concept of 
civil society. It therefore links the concept to the ideas and experiments of 
nn4 ýc. c 
ýcrýg 





civj ýimoscratis Lion, 
pro V lUlll a 
basis fo 
11 ose ClK ai 1111. asu i1 
Society concrete and realisable 
At the same time, the concept of Civil society 
opens up a conception of power as being diffused throughout society. 
Participation, too, therefore needs to be conceived widely, involving a range of 
actors and issues. 
By drawing together these themes of democratisation, governance, and civil 
society, a framework is created in which to consider the question of arts 
practitioners' involvement in cultural policy-making. ill-trough this prism arts 
workers Ca i be Seem as part Of the iabric of the %. I arena, and ýiiieIr ý, ä iciý, äýivr'i 
in policy activity an element of civic engagement and governance. it is therefore 
not only a matter of practitioners' own self-interests but can he conceived as 
contributing to the maintenance and enlargement of democratic life. 
7.4 Issues for Further Research 
The argument was made in the Introduction for the selection of the case study on 
the basis of theoretical sampling and that, as an exampie of the phenomenon 
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being investigated, the case of new theatre writing provides a wealth of material 
through which wider questions and issues can be discussed and illuminated. The 
r at - r. historical study of me debates about placulloner pai1uclpatlon in Chapter ' Ilas 
hat these 11 nOff concern throughout the he arts 
community, and not ýýust among those involved in new plaýnxýritlnb, while the 
analytical and theoretical discussion in Chanter 3, of the reasons for examining 
these questions, provides a framework that goes much more widely than the case 
study alone. The key aspect of further research that would clearly be useful is to 
discover the extent to which the involvement of theatre practitioners in policy 
activity around new piaywriting is replicated in other areas of the arts, and 
whether there are different patterns of organisation and participation in other 
sectors. 
There are indications that aspects of the activities and concerns found in the case 
study of new theatre writing policy do appear elsewhere, evidenced for example 
















refers to the artists "not only as recipients of cultural policy decisions but also as 
messengers, carriers and developers of cultural policies" (p. 201, lt would be 
illuminating to investigate which elements of the new playwriting case study are 
common to other arts communities. At the same time it is clear that there are 
variations, not least caused by differences in the sectors themselves. It would 
therefore also be of value in widening an understanding of arts practitioners' role 
in policy activity to examine what these differences mean 
for their patticipation. 
feos in ý common and the ý . ale arlat: ýlorlnlý ", d Overall, plllpoirltillg bVt ll t alle l. m, aýultucommon locommon all 1 VVo ulu 
enable conclusions to be reached as to what extent there are lessons that could be 
applied, especially in relation to the broader points made in this thesis about the 
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central importance of practitioners' self directed activity and its role in the 
context of civil society. 
Another area in which the findings of this thesis could be further explored is in 
relation to the approach, adopted by a number of cultural policy commentators, 
of of i cultural i'_ i T1ih_is is r. ed i in Harry 
T: 11 n_ __halý l.. 
1 policy models. exemplified Hiliman-Chatand 
non ný no << ýsn the tr orTo _A__+ 
A Clalrý McCaughey s division of she pIC j straf gigs adopted 
by governments 
into four categories: 'fach tator', 'patron', 'archite t', and 'engineer' ; Hillman- 
Chartrand and McCaughey, 1999) Their schema has been further examined in 
the light of developments that have since occurred, with Jennifer Craik (1996) 
suggesting that there is an increasing hybridisation taking place. While these 
models have largely been considered with a `top-down' approach that focuses on 
government activity, they must also have implications for the rote of other actors 
in the Herd, including arts practitioners. Peter Duelund, in his study of Nordic 
iý 
in 
on"n vnrvn rn»na n v, n+r. rn 
c; the 
Cultural policy', regards the part p, aye by a wide j aýýý,, v aCLwýý ßi1 fulfilling the 
Overall objectives" as an "important difference between the various models" 
(Duelund 2003, P-22), Further research into the way practitioner-, have been 
engaged in all aspects of policy activity in the context of these different models 
and their hybridisation, would be a useful additional dimension to the study both 
of the models and of the policy-making role of arts practitioners. 
Lastly, as noted in the Introduction, this thesis does not examine (except in some 
specific examples) the effects of practitioners' participation in policy activity on 
artistic form and content. From the 
discussion lt] hose pages of the impact on 
hers and their wore- of, for inS+ianc%-, policies vv'ý'i1C i : vii iý i1uch ne v ý'v71ti g 
icy decisio can have a direct effect on to small theatre spaces, it 
is clear that policy aýV K" ýJ clear KV 
aesthetic matters, It is likely, therefore, that practitioners' engagement on a 
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policy level with such issues will influence this impact on artistic work. Further 
research, for example examining specific texts or genres, or particular 
playwrights or theaLles, could shed interesting light on this aspect of the subject 
Gf ai LS practitioners' 
involvement vol- in polic`y'-making. 
7.5 Final Points: Arts Practitioners in Civil Society 
This thesis has argued that the concept of civil society provides a framework for 
understanding not only the participation of arts practitioners in policy 
development and implementation but also, more widely, he role of that 





i. 4n -ý +- 
ýn tr r4 reflects +1, - paitiCipation in 
helping to sustain democratic society. This last point reflec 
understanding that civil society can only be kept alive through use. As Victor 
Perez-T)iaz argues; the "habits and dispositions" of civil society, in which he 
includes decision-making and responsibility-taking, "are the result of practical 
experience, and they are acquired by means of repeated activities of the proper 
kind" (Perez-Diaz 1998, p. 217). Civil society is not a state of being but an arena 
of activity, and if neglected it atrophies. 
Chapter 3 described the `democratic deficit' noted by many commentators with 
reference to shortcomings in democracy and the disengagement of voters across 
Europe and beyond; but the bigger question of the very existence of civil society 
has been considered perhaps to belong more to the Eastern countries of Europe 
than its western ones. In Britain the long 
tradition of sel f organi sation and self- 
help (e. g, Thompson 1965; Rose 2002) might cause complacency over the 
resilience of civil society in this country, but the danger of atrophy is just as 
relevant here. 
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Indeed, a note of urgency about civil society and the related concept of the public 
sphere has crept into recent commentaries on both Britain and the cultural sector. 
David Marquanld, for example, argues that in Britain today "the notion of a 
ý-vý ýiýý n v+oron4 4rn no ýý pry rn+v r4oron4n l+nn 11 tAr on rv common p 
blic interest 
transcending pp1ivaLe 111L1irests 
has 
all Uý. I. L disappeared 
(Marquand 2004, p. 26). Echoing writers like David Hutchison (1999), he claims 
that the dominance of the market means that there are no longer "citizens, there 
are only customers" (Marquand, p. 26), and he concludes that, as a result, what he 
calls the `public domain' is "now in crisis" (p. 25). Jim McGuigan, who in 1996 
was less pessimistic about the totality of the market's colonisation of the public 
sphere (McGuigan 1996, p. 72), has more recently expressed concern about "the 
extraordinary ideological grip of neo-liberalism (McGuigan 2004a, [p. 3]) and 
has argued the need for more r esear ci 
r 
into its effects on cultural policy. 
The development of the market society is thus having a serious impact on the 
public arena, diminishing its scope, influence, and vibrancy. In this large context 
the question of arts practitioners' participation in policy-making may seem of 
minor import ance. But, as we have seer, one, of the key aspects of the concept of 
civil society is that it both reflects and opens up an ;, understanding that power is 
exercised throughout society: it "is not to he located in a central point" (Mercer 
1980, p. 123). It thus contributes towards the conception that the cultural arena is 
a legitimate and significant one in which to engage with matters of governance 
and policy. The participation of arts practitioners in policy activity is not, 
therefore, a marginal issue, but integral to the wider debate about sustaining civil 
society and democratic engagement. 
III other words, their involvement matters 
because it is na component of that exercise of 
demomcrrnac(. y r that 
keeps the 
democratic body alive. 
J1. 
In this context the question of special interests and the `common good' needs to 
be returned to. The argument was made in Chapter 3 that although there is a 
tension between the interests of a section and the co111mo interest, they are also 
Part .,. {. of+j,, the same eý Lvrýllollýe: t110. 





ffero t Of Lllý contestation U\. ý'ý'l. l+ll Uý11ý. 11rnL 
interests contributes towards the common public interest; the public interest oriIXf 
exists as a result of the different sectional interests that are involved in it. This 
contestation can take place precisely because civil society is a dynamic arena, a 
sphere in which such debate and struggle takes place. As Marquand puts it, 
"citizens collectively define what the public interest is to be through argument, 
debate and negotiation. [... j Agreement on it can never be final" (p. 27). Henrik 
Kaare Nielsen clarifies this Furth et', suggesting that the common good should not 
be " 1U 1 Luk) 
as Ä. SUI)slü11L1Ä1, 
, rlgLble entity, uut as ä dýscursive framework 
within which we, as individuals, and as society, argue over what serves the 
common good" (Nielsen 2003, p. 244). The struggle by arts practitioners over 
their own particular area of concern can thus be conceived not simply as the 
defence or promotion of their own interests, but as a contribution to the shaping 
of 'a wider public interest. It is therefore also a contribution to the maintenance of 
the -public domain', to the co-operative activity and open debate of civil society. 
An added dimension to the argument that arts practitioners' involvement in 
policy activity is significant in maintaining and nourishing civil society is that 
culture and cultural policy themselves play important roles in the notion of civil 
Society, and have a close i elation to lohe 
life of the publ1c sehe e. 
Barber argues that "the arts are civil society's driving engine, the key to its 
creativity, its diversity, its imagination, and hence its spontaneity and liberty 
Civil society depends on the arts" (Barber i 9yö, p. 109). Coilcei'rllilg 
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cultural policy itself, Nielsen sees it as being "responsible to the democratic 
debate" (p. 243). in the context of civil society's undermining by market society, 
this tole in relation to protecting and advancing the public arena is significant 
"in ä struggle bet vJeen the individual as consumer and the ind1 v iduäl as citizen 
ý... cultural polic JA's responsibility is to the civic aspect of this struggle" >r bb 
(Nielsen, p, 244). 
It is in these lights, therefore, that the question of improving practitioners' means 
of participation gains significance as of wider concern than that of the 
practitioners alone. The COII'LIIIUI! lg existence of the la wrI I1LS' organisations 
ad .}r4 ýrý n4o fr p 
rn -4ý} on+ oar 
pn 
4ý o /+ý,, n nor .nn +hey 0.11 L le nel`WV1i1J ýJ ll eagle 10.1J11 
inners, hei r0. ý11ýý s `Lill, se 
ices 
provide, the collaborations they undertake), and their involvement in policy 
activity, all contribute to the fabric of civil society and to sustaining it in the face 
of countervailing trends that would otherwise negate and undermine its make-up, 
its practices, and its values. 
Finally, therefore, to answer the metaphorical question as to whether arts 
practitioners are merely spear-carriers in the background or have speaking parts 
at the front of the stage, he conclusion o this research must be that they are 
ot 
i+ý tho 
1-AA a- ýr 





ide, ed actors in 
the spo light. Ps such, she es ive ýý i ý, ýv 31iýý, 
d, oth in he 
ýý 
practice and research of cultural policy, as contributors not only to cultural policy 





The interviews mostly took place face-to-face, and were tape-recorded, though I 
also took brief notes as an aide-memoire and to provide me with prompts for 
follow-up questions during the course Of the interview A few interviews Were 
undertaken by telephone. The irate ývie vV-3 took pace between January 1999 a. % 
May 2000, each lasting about one to one and a half hours, except for the 
telephone interviews which were about half an hour. Fuller written notes were 
taken in the telephone interviews as these were not tape-recorded. The interviews 
were supplemented by shorter conversations, either face-to-face or by telephone, 
to clarify particular points or to answer one or two specific queries. Some of 
these supplementary conversations were follow-up discussions with the original 
interviewees, while the remainder were With other people involved in the field o 
new playwriting. A 
list of oth intervie`v ees and supplemental j% iýSpaiýüe11L iS 
printed below. 
All the interviews were semi-structured, with prepared questions guiding the 
conversation but allowing sufficient flexibility for each discussion to develop 
according to the responses of the interviewee and he circumstances of the 
organisation. ri iii. broad interview sc. iedule was as 
folio vvs: 
i) What does the organisation do in relation to new writing? 
ii) Who are the staff involved in new writing (policy and implementation) in 
the organisation? 
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iii) What is the organisation's policy on new writing (aims, objectives, 
strategies) 
iv) Have there een any significant changes III its policy in he last twenty 
"y eais? 
V) How was the policy developed? Where did the initiative for it come 
from? Who was involved in developing it, and how? How is it revised? 
vi) How is the policy implemented? 
vii) What impact has the policy had (including quantity and quality)? 
viii) [If appropriate] What relation does new writing have to the other 
activities of the organisation? 
ix) What relationships does he organisation have WI L11 other agencies In the 





4 »+i- rr activities 0 
city r%, gin/natýonally (ýýý reýaL, on Lc ýýe ýýr wýý ý ing policy, an 
events, joint work)? 
x) Do other agencies have any influence on the development and 
implementation of the organisation's policy on new writing? If so, which 
ones and through what mechanisms? 
xi) Does the organisation have, or has it had, any influence on or input into 
new writing policies in the city/region/nationally? Does the interviewee 
have any view on which, if any, agencies 
have the most influence in the 
city /re gion/rlationalI 
xii) [if ap ropriate j How 
does the organisation ensure its own 
representativeness and/or the representativeness of those it consults? 
xiii) How does the structure of the organisation affect its involvement in 
policy-making or its ability to involve others in policy-making? 
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Interviewees 
Not all the names of the interviewees appear in the text of the thesis. This is 
because some interviewees did not want their C0171IInefAS to be attribu ed. This 
means that in some sections, where there was airy' possibi111y tiiäi the views o 
one individual might become apparent if others were named, 1 have chosen the 
solution of identifying the interviewees collectively, or of not naming any of the 
respondents in that part of the text. 
Where two names are coupled together, this is because they were interviewed 
together (T = telephone interview) 
National & London 
jessica Dromgooie - Literary Manager, Paines Plough [national touring theatre] 
Graham `w hybrow - Literary Manager, Royal Court Tiheatre, London 
Paul Slrett 
- 
Literary Manager, Sabo Theatre, London ( 
Tony Crü? P - 
Theatre Writing Associate, London Arts Board 
Charles Hart - Drama Officer for Theatre Writing, Arts Council of England 
Northern region 
Claire Malcolm - Director, New Writing North 
Peter Mortime 
- 
Secretaiy, 14 lern Playwrights Association 






Y rýL111LU' 1 01 L11, QUL1101 of 
Starting From Here: Developing w ATei4, Writing Stratum,. jbr the North 
Max Roberts - Artistic Director, Live Theatre, Newcastle-upon-Tyne 
Ed Robson - Associate Director, Northern Stage, Newcastle-upon-Tyne 
Andrew Rothwell - City Arts Officer, Newcastle-upon-Tyne City Council 
Mark Mulqueen - Performing Arts Officer, Northern Arts Board 
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North West region 
Louise Mulvey - Director, North West Playwrights 
Baran Frankcom - Literary Manager, Royal Exchange I lieatre, Manchester 
JO 
\-rOv Liier - 
Drincipäi Of eer, cAxsSu iatlviý of Gica,, i Manchester cýiilL Or1ýleS 
Grants Unit 
Tan Tabbron - Performing Arts Officer (Drama); North West Arts Board 
West Midlands 
Christine McGowan - Administrator, stagecoach 
Guy Hutchins - Wf I 
Le , Chair, Stagecoach! 
Län%e vy ouman -i 




Playwright; Artistic Director, Theatre Absolute, Coventry 
Jane Hytch - Associate Producer, Bel grade Theatre, Coventry 
Cathryn Goodwin - Project Co-ordinator, Coventry Theatre Network 
Jenny Stephens - Artistic Director, Worcester Swan Theatre 
Liz Dart - Arts Development Officer, Worcester City Council 
Yorkshire 
Ray Brown - Playwright-, Board member, Yorkshire Playwrights & Ian Watson - 
' NT Ad1 
1_ 1 




DDiir e ctor, 
Red Ladder Theatre, Leeds `ri J 
Deborah Paige - Artistic Director, Sheffield Theatres 
Lucy Best - Assistant to Associate Director and Acting Literary Manager, West 
Yorkshire Playhouse & Natasha Betteridge - Associate Director, West 
Yorkshire Playhouse, Leeds 
Bill Paton - Performing and Community Arts Manager, Sheffield City Council 
.I 19 




Drama Officer, I OIKSIhre i-u LS 
Shorter interviews or specific inquiries took place with: 
David Edgar - Playwright; Co-founder, Theatre Writers' Union (national and 
West Midlands branch); Founder, MA in Piaywriting Studies, University of 
B ii'iiiitigiiain 
Jon-athanM, -, +, h-D. -e, -, tv-, -, -, '-, 'eWPI-ay'VvTlE-, h+LS' 11-US+I"V ntemet 
V-i 
L%, l It 
Gillian Wall 1- Arte Development Ma na er Durham Couniýnt i nci1 llia. b , .. 
ýr Council 
Chris Bridgman - Co-T)ireetor, North West Playwrights 
Judith Rose - Co-Director, North West Playwrights 
Ian Brown - in his capacity of having been involved in Scottish Society of 
Playwrights and North West Playwrights' Workshops 
Ben Payne - Literary Manager, Birmingham Repertory Theatre 









In addition to these defined inquiries, I also benefited from numerous more 
informal discussions with theatre practitioners and funders at a variety of 
national, regional, and local meetings and evens, some of which 1 attended 
primarily in -try' cä, acit' as a worker ivr an arts vir----1 atýGn. Several 
conferences and meetings were aattended specifically to further my research. w meetings also VU 
These were: 
" Birmingham University MA in Playwriting Studies seminars, 1998-2001. 
" Mentors or Censors?: How playwrights work with dramaturgs and literary 
r an tigers -o ganised by Birmingham University iIV 1Pilil in Play-writ itig 
Studies, with Stagecoach!, 29"'-31st January 1999. 
Losing- the Plot?: The Tenth Birmingham Theatre Conference - organised 
by 
Birmingham University MA in Playwriting Studies, 30th March-1St April 
1999. 
" Coventry Theatre Network: 3rd 
Big Meeting Day, 10th February 1999; 8'1' Big 
Meeting Day, 29`h February 2000. 
" Flaywriting - Dead or Alive? - organised by Stagecoach!, 1" July 2000. 
" Writing Onwards: Finding and Developing New Playwrights - organised by 
Stagecoach!, i9"' May 2001. 
ýýl 
APPENDIX 2 
Playwrights' Organisations - International Connections 
The self-help movement among playwrights has not been confined to England. 
There have been organisations, forums, and events set up in many countries in 
Europe, North America, and Australia, and from the beginning, a feature of 
developmeIli iii iiigiaiiü has been * L11 contact an collaboration 
playwrights from abroad. 
One of the early influences on the development of the British playwriting 
organisations was the National Piaywrights Conference at the O'Neill Center in 
Connecticut, USA. IasiB Tlrowti, one of 
the _e founders of ýL 
T_o .. 
1tliTwT Test P_ Tllay wrigl1it_ 
ý 
ý 
Workshops, recounts how in 1974, when he was chairman of the Scottish Society 
of Play w rJ. ghts, he attended the O'Neill Conference "to see what lessons- could be 
learned for the establishment of a similar process in Scotland" (Brown, 1994), 
Although it was called a conference, the heart of the O'Neill model was a 
concentrated series of practical workshops leading to staged readings of new 
playscripts, and detailed discussion of the works presented. Before these 
workshops there was a process of script-reading and selection, followed by 
organised discussions between each writer selected and 
I director assigned to 
him vor her (Ballet, 1970). 
After the Scottish visit to Connecticut, SSP organised a number of workshops of 
its own, including a nine day event at Newbattle abbey in 1976 (Haase, 1979). 
IT, wo years later the new theatre writing conference organised at 
the University o 
East Anglia, mentioned above, Focused particularly on, the Connecticut 
j77 
experience. It also received input from SSP, from the Australian P1avNv rights 
Conference (which began in 197. ) 'las almost a carbon copy of the ONeiii 





Blro ter, bl. 
Vaull. 
ecame invol e r, setti -p 
NT «% n vvvn l alVl lllviv, " 
in 
Jelling üý. l North vrest 
Playwrights' Workshops, the experiences of the O'Neill Playwrights' 
Conference, SSP's workshops, and the national conferences in Australia and 
Canada, were all cited in the organisation's application for funding. Cecil 
Taylor's connections with SSP must have provided a similar thread to the 
O'Neill Conference in the workshops run by Northern Playwrights' Society. 
Such international connections continued to play a part in the work of the 
playwrights' organisations. While developing its campaign for the 'dead writers' 
levy', the iieati'e Writers' Union contacted numerous playwrights' bodies 
nn+ ý-nr. o4 nrrý1rý n nei.. }o f or n -n+r-cn abroad to find out 111Vr%. aulOth how new v11L111g was suppirted in Cuit %. ounL1i , 
and whether lcould 
be brawn for writers in England. At tregional level, 
µ lessons sd LIVU the i 
North West Playwrights invited writers from several European countries to its 
summer workshops in 1994 as part of Manchester's City of Drama events that 
year, pairing each one with an English playwright throughout the festival; ' and in 
the following year, Yorkshire Playwrights began to develop links with writers in 
several countries in Europe and North America, which led to the setting up of its 
International Playwrights Exchange. Under this umbrella, Yorkshire Playwrights' 
activities have included ä collaborative weekend symposia ni on Dutch, "em sh, 
and British new writing for the stage, linked to the publication. of Dutch and 
Flemish plays in Britain; and participation by members of Yorkshire Playwrights 
in international events abroad, such as the Women Playwrights' Conference and 
1 Archive of North West Playwrights, NWP 3/l/4 
ý? ý 
a conference on writing in Slovenia. TWU was also involved in the International 
Theatre institute and its Playwrights' Committee, including working on a report 
on playwrights' conditions round the würiü; 2 and Writertlet has toil a project for 
playwrights 11Gý11 0.11 Ü1 1bV1 of countries, ic Q11liu 
1 
f1 c VVlliVii VValinked 
LU 
the Informal European Theatre Meeting conference in Birmingham in 2003. 
2 International Theatre Institute Playwrights Committee, Profession: Playwright', Paris, 1988. 
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APPENDIX 3 
Theatre Companies Involved in New Pla`writing 
This Appendix gives a brief account of some of the main theatres involved in 
new piaywriting, in order to give an indication of the history and activities of 
theatre companies which have a focus on new plays and on the support and 
development of playwrights. Many of these theatres are significant nationa-, y., 
and even internationally, for their work on new writs g. A. more comprehensive 
picture can he obtained from Writernet's Script Routes (1999 and updated) which 
lists over one hundred theatre companies in the U. K. and their policies towards 
new writing. 
The most well-known of the new-writing theatres is the English Stage Company 
at the royal Court Theatre in London. Since its foundation it has developed a 
strong national and international reputation for its production of new plays and 
T \\1\D- 
AA 




!ý Royal / Y'ý It support gor Titels. As well as commýssionI11g ptayvv g11L , ill., Royal ,, culý 
receives thousands of play scripts - around two and a half thousand per year by 
1996 - giving it "strong claims to being the 
largest script development centre in 
world theatre". ' At the end of the decade the theatre estimated that it was then 
receiving up to three thousand scripts. All of these scripts are read, and the 
reader's report is sent to the writer. By the mid-1990s there were up to nineteen 
productions a year at the theatre, of which all were new plays. 
Each of the play s 
presented is published arte wards as a pray teat by the Royal Court. 
1 Paul Taylor, `Let's do the new plays right here', Independent, 2 October 1996, section 2, pp. 8-9. 
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Conceived as a theatre that would be `writer-centred', with an emphasis on new 
writing, the English Stage Company was set up in the mid-1950s. It became a 
focus for playwrights, where they were "given the chalice to learn the craft of 
playvý hing by experience and to go on learns ig", and vv ere encouraged to regard 
the place "as a workshop" (Browne 1975, p 
18) Access to rehearsals, free seats 
for performances, and a writers' group were some of the opportunities for 
playwrights which gave the Royal Court "a special identity as a writers' theatre" 
(Findlater 1981, p. 43). Throughout most of its history the theatre has continued 
to place great emphasis on building and maintaining strong relationships with 
writers, and has developed services to support and develop playwrights, such as 
scrips workshops, writers' groups, and young writers' competitions and festivals. 
It has also built up an active international department, that has encouraged and 
worked with writers in many other countries. The Royal Court's influence on 
new theatre writing has been widely recognised' it has discovered and developed 
many new playwrights, impacted on the wider theatre community, and through 
its work had "a measurable influence on the social climate of Britain" (Esslin 
1975, p. iii). 
Another London theatre that has developed a range of provision to support and 
present new writing is the Soho Theatre Company, which follows a policy of 
producing only new plays and of actively encouraging new writers. First 
established 111 ' 1X6U L emu 4, it embarked in 1995 on a major new development to build a 
new theatre and writers' centre on 
the site of an old synagogue in Dean Street, 
where playwrights would be able to meet and work together in spaces especially 
designated for their activities. The Soho Theatre operates a script reading service 
(receiving over fifteen hundred scripts a year), in which all plays sent to it are 
read, assessed, and advised on by a readers' panel, and from which have resulted 
3? 6 
many of its productions. It also runs workshops for a large number of new and 
emerging writers, including skills workshops and sessions on work-in-progress, 
as well as rehearsed readings and showcase productions, and it has a new writers' 
P nvr n, m výo4++ the 
j,, Verity 
%r Dn4A n-A 'Ph--e n4ýýr4ion nrv n11 ný oý n4 0. y ýiV111ýJ1iL1Lýý11ý L7ýQ1ýCýL AyVr0.1%A I %, a a uviL11 J 0.11, all 01111 . l. l 0. l 
fulfilling the theatre's commitment to meeting the needs of playwrights for the 
development of their craft, and together with the new plays produced by the 
theatre, have earned it a national reputation as a "home for new writing". ` 
Other London-based theatres known nationally for their new writing policy 
include the Bush Theatre, Hampstead Theatre, and Tricycle Theatre. The 
Roy l Naýýýý ý heck e tudio is an iirmpoi tarp space got he development of 
new w' "outside the confines of +ii2ý, iý, ii- äi Sä1 room and Stage ý` hei e aRlSt 
can experiment and 
develop their skills" (Writernet 1999,15). Plays developed 
I C-11 
there might go on to performance not necessarily at the National itself but at 
other theatres around the country. 
Outside London a number of theatre companies have developed new plays as an 
important part of their repertoire. These include the Royal Exchange 
T1 Vv 
tT 7__. L "shi 7_ _ 11 _ Manchester, v est Yorkre Playhouse, 
11-dive T 
Qeatre in Newcastle-upon- 
T' Cý rýýý>ti 






l jýne, and the Stephen Joseph l 
heäu 2 iii 
Scarbo oügh ýV ell-lir own lol iw 
long-standing director, producer and leading play,, 'right, A1 an A jyckbourn 1 Come 
theatres also provide services and events such as script-reading, workshops, 
writers' groups, and festivals of new work in order to support writers and 
encourage the creation of new theatre writing. Birmingham Repertory Theatre 
provides a good illustration of this kind of programme of new writing and 
` David James, `Soho Seasons', Writers'Newsletter, April 1997, p. 1-2. 
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development activities. As a result of being awarded a stabilisation grant by the 
Arts Council, it re-opened its studio theatre (re-named The Door) in 1998 with 
the aim of presenting a complete programme of new plays there. T Ills Ilan been 
accompanied by workshops, presentations of vvork-in-progress, talks, and events 
to both support writers and raise the profile of, and audience fnr, new writincT: it Vi Ml vlaV Va 
and a series of attachment schemes for both experienced and new writers, 
enabling them to have support from the theatre for six months, while they 
develop ideas for a play or experiment with new approaches to their work. Each 
of the new plays produced in The Door is published for sale to coincide with the 
performances. The theatre also runs a young writers' group each year, which 
culminates in an annual festival to showcase their work. These activities have 
resulted in an increase in audience numbers for the company's programme of 
new plays. 
In addition to the building-based theatres, there are many touring companies 
focusing on new writing. Two of the best-known are Out of Joint and Faines 
Plough. Out of Joint aims to "create and generate a substantial body of new 
wing non -" r4 rý working i+1- 4nrrr citing for the stage. 
(ýi 
L iernet. , p. 
45), with both established and neVv 
play Nxrrialit,, It was formed in 1993, and premieres two or more plays a year, 
frequently in co-productions with other theatre companies. Paine-, Plough was 
founded in 1974, and now produces only new plays, which it tours to a variety of 
small-scale venues throughout the country. It describes itself as "dedicated to the 
discovery, development and production of new writing" (Writemet, p. 45). It 
receives seven to eight hundred scripts a year, which, as long as the scripts are 
froth L 7K residents or are plays about the UK, are all read and repot ied on by its 
+ cam mvn The Company rý+i rn ro r produces rt unsolicited ,a rg team of readers. The compaýý. y ýaýely an 1i. iý play, preferring to 
develop first an relationship with any writer whose Script 
has interested the 
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company. Paines Plough also provides support to playwrights who they are 
interested in working with, by running regular writers" groups and workshops, 
and an innovation introduced by the dramatist Sarah Kane, called the Lick-in1 , 
or writers nro ýýový a ývýrorý fr rý in, o 4110 na whereby are given a weekend to produce s 
he 
draft of a short play . 
According to Vicky Featherstone Paines Plough's Artistic Director this 
approach is so successful that "more experienced writers who've had some kind 
of interface with that project often ask if they can come to the Lock-in to write" 
(Loretto and Wilson 2003a, p. 48). In addition to presenting its own plays, it has 
also worked with other theatres and writing organisations on projects to develop 
work with young writers. 
Among smaller touring companies building a reputation for new writing is 
Theatre Absolute. Based in Coventry, it tours nationally with new plays, 
including work written by its artistic director Chris V 
Connell; and also runs the 
Writing Ho 
use, 
hick aims to pro vide opportunities for writers to develop their 
work in a supportive environment. 
The Wrestling School has a unique 
relationship with playwright Howard Barker, having been set up in 1999 for the 
specific purpose of producing his work. As well as performances of his plays it 
organises workshops and readings, and aims to develop its own particular theatre 
methodology. 
The touring of new plays is also carried out by specialist theatre companies. 
These include Graeae, which employs disabled theatre practitioners, including 
playwrights, and explores the experiences of disabled people in its work. 
., +,., n 
to 





the region. It has developed its work around new writing since 
the late 1990s, 
and also runs a local writers' group. Nitro, formerly the 
Black Theatre Co- 
329 
operative, commissions work by black British writers and aims to provide 
opportunities for black theatre workers and to develop contemporary black 
British theatre. 
Theatre-in-education companies, such as Big Brum Theatre in Education, and 
theatre companies specialising in work for young people, such as Red Ladder 
and i heatre Centre, also commission and pfoduce new plays on a regular basis, 
ýioýý ýv+ no ro1n+ý nt" n iý 4ý the r "rrýnrll+n +I, 
I, 
-- +Uo- li ll- üev% 
1J}Jlll, CivSL' 1l, laL1J111J111p3 YVILU L11ý. play 
VV11E11LJ Witll W110111 Lll,, y VOLK. 
Big 
Brnum, for example,, has collaborated with renowned playwright Edward Bond 
since 1995: commissioning plays from him on a regular basis and working to 
develop a shared theatre practice and theory. 
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